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Foreword 

by  Evan  H.  Turner,  Director 


Suzuki  Harunobu  played  a  pivotal  role  in  the  evolution  of  Japanese  printmaking  during 
its  great  period  -  the  last  half  of  the  i8th  and  the  first  years  of  the  19th  century.  In  the 
final  years  of  his  relatively  brief  life,  he  opened  up  a  new  dimension  of  expression  in  that 
tradition  of  graphics  by  introducing  many  colors  to  what  had  essentially  been  a  mono- 
chromatic art  form.  Thus  in  honoring  Harunobu  on  the  two  hundredth  anniversary  of  his 
death,  the  Philadelphia  Museum  of  Art  not  only  creates  a  broader  awareness  of  a  brilliantly 
expressive  master  but  also  recognizes  an  extraordinary  moment  in  the  history  of  graphic 
techniques. 

The  brilliance  of  the  Ukiyo-e  prints  by  such  masters  as  Harunobu  was  enthusiastically 
discovered  in  the  West  when  Japan  was  first  opened  up  in  1853.  The  leading  artists  of 
Europe  were  instantaneously  influenced  in  their  own  work;  in  fact,  one  of  the  most 
fascinating  direct  results  of  this  early  contact  was  the  series  of  aquatints  dealing  also  with 
scenes  of  everyday  domestic  life  created  by  the  Philadelphia  expatriate,  Mary  Cassatt. 
While  the  charm  and  the  exotic  allure  of  these  Japanese  prints  certainly  attracted  collectors, 
the  subject  matter  was  also  intriguing,  in  part  possibly  because  it  reflected  the  more 
democratic  attitudes  emerging  with  the  growth  of  a  new  merchant  class  in  Japan,  not 
unlike  the  evolution  of  the  middle  class  occurring  in  the  West  at  the  same  time. 

In  any  case,  these  prints  were  collected  with  a  passion  that  led  eventually  to  the  growth  of 
the  great  public  collections  of  America,  those  in  Boston,  New  York,  and し hicago.  To  a 
somewhat  lesser  degree,  the  collection  of  the  Philadelphia  Museum  of  Art  can  be  ascribed 
to  this  interest,  as  it  later  benefited  immensely  from  the  generosity  of  such  collectors  as 
Vera  White  and  Samuel S.  White,  3rd.  However,  while  there  is  considerable  admiration 
today  for  this  art  form,  the  peculiar  characteristics  of  its  greatest  masters,  particularly  the 
figural  artists,  have  not  been  studied  with  as  much  method,  ihus  it  can  be  hoped  that  this 
exhibition,  the  first  exploration  in  depth  of  one  of  these  brilliant  artists,  may  lead  to  a 
greater  awareness  of  the  indivmual  styles  of  the  various  masters  of  this  school. 

The  prints  chosen  for  the  exhibition  by  Jean  Gordon  Lee,  the  Museum's  Curator  of  Far 
Eastern  Art,  and  Kneeland  McNulty,  the  Curator  of  Prints  and  Drawings,  are  the  results 
of  almost  three  years  of  search  in  the  many  American  collections.  The  path  of  selection 
has  been  a  thorny  one  because  maintenance  of  proper  standards  has  been,  impeded  by  the 
transitory  delicacy  of  Harunobu's  colors  and  the  complexities  of  distinguishing  between 
the  work  of  the  master  and  that  of  followers  trained  strictly  in  his  manner.  The  co- 
operation that  Miss  Lee  and  Mr  McNulty  have  received  at  every  point  from  colleagues 
and  enthusiasts  has  been  particularly  important  as  they  have  evolved  this  presentation  of 
Harunobu's  art. 

The  Museum  was  as  fortunate  as  it  was  honored  to  have  the  eminent  British  scholar 
Jack  Hillier  agree  to  write  the  extensive  catalogue  complementing  the  exhibition.  He  has 
effectively  contributed  to  a  broader  understanding  of  the  incredible  complexities  and 
allusions  of  the  prints,  a  factor  that  is  too  little  considered  in  admiring  the  great  Ukiyo-e 
masters.  Recognizing  how  much  Americans  have  gained  from  these  Japanese  prints,  the 
Philadelphia  Museum  of  Art  felt  it  was  only  proper  that  signiticant  portions  of  the 
catalogue  should  be  bilingual ； we  owe  a  great  deal,  therefore,  to  Mrs  Roger  Keyes's  skill- 
ful translations  of  Mr  Hillier's  writings. 


Hamnobu  achieved  his  elegant  effects  through  an  astonishingly  subtle  balance.  The 
placement  of  the  figures  on  the  sheet,  their  beautifully  sensuous  lines  in  such  skillful 
contrasts  to  the  angularity  of  the  setting,  the  complex  interrelationships  between  the 
various  figures,  the  reduction  of  all  other  elements  to  an  astonishing  minimum,  the  variety 
in  the  use  of  flat  patterns  to  suggest  form  一  each  of  these  factors,  as  they  are  studied  in  the 
works  selected,  creates  an  awareness  that  this  art  form  is  almost  without  equal  in  the  West, 
the  one  exception  being,  perhaps,  the  great  school  of  Greek  vase  painting. 1 he  rewards 
of  repeated  study  in  the  context  of  this  exhibition  can  only  make  one  steadily  more 
appreciative  of  the  great  generosity  of  the  many  kind  lenders  whose  constant  cooperation 
has  assured  its  realization. 
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Prologue 


Harunobu  came  to  maturity  almost  exactly  one  hundred  years  after  the  first  truly  Ukiyo-e 
prints  had  made  their  appearance  in  certain  erotic  books  published  in  Edo.  Before  that 
time  there  had  been  no  identifiable  'art  of  the  people'.  During  the  17th  century,  the  peace 
enforced  upon  the  country  by  the  Tokugawa  shogunate,  and  the  ensuing  reforms  in  the 
country's  economy,  encouraged  the  emergence  of  a  new  class  of  literate  commoner,  lively, 
ingenious,  hedonistic,  and  creative.  Through  the  leading  spirits  of  this  class,  new  plebeian 
arts  came  into  being,  in  particular  Kabuki,  the  people's  theatre,  Kana-^idshi,  the  popular 
novel,  and  Ukiyo-e,  pictures  of  the  'Floating  World'.  The  artists  of  Ukiyo-e  broke  with 
the  traditional  styles  of  largely  Chinese-inspired  painting  which  prevailed  in  the  17th 
century.  True,  painters  of  the  officially- recognized  Kano  school  had  for  the  past  century 
been  producing  paintings  of  dancing  girls,  of  courtesans  and  bath-house  prostitutes,  of 
sporting  occasions  and  the  like,  approaching  what  we  would  call  genre,  but  such  works 
were  occasional  and  not  openly  acknowledged.  The  Ukiyo-e  artists,  picking  up  the 
threads  of  narration  and  decoration  that  run  through  the  scrolls  of  the  earliest  native 
school,  the  Yamato-e  of  the  loth  to  15th  centuries,  and  profiting  by  the  example  of  the 
near-genre  works  of  the  Kano  painters  referred  to,  finally  achieved  a  style,  which  crystal- 
lized in  the  i66o's. 

Paintings  were  produced  for  their  wealthier  patrons,  but  for  the  masses,  woodblock 
prints  were  the  medium,  at  first  as  illustration  to  books,  later  as  broadsheets.  Moronobu, 
clearly  deriving  his  style  from  the  anonymous  Edo  erotic  book-illustrators,  is  the  first 
Ukiyo-e  master  whose  name  has  come  down  to  us,  and  he  was  an  immensely  powerful 
influence  on  the  whole  course  of  the  Ukiyo-e  movement,  not  merely  in  regard  to  the  bold 
linear  style  and  its  skilful  employment  of  the  potential  of  the  black-and-white  print  in  its 
alternation  of  line  and  mass,  but  also  in  the  sophisticated  content,  the  eroticism,  the  play- 
fulness, even  when  dealing  with  the  hallowed  themes  of  poetry  and  legend.  Moronobu's 
immediate  successors,  Torii  Kiyomasu,  Torii  Kiyonobu,  and  Okumura  Masanobu,  set  the 
pattern  for  the  scope  of  the  Ukiyo-e  print  in  courtesan  portraits,  pictures  of  actors  in 
current  Kabuki  productions,  shun も a  (erotica).  The  ink-prints  designed  by  these  and  con- 
temporary artists  were  coloured  by  hand,  at  first  in  tan  only  (a  red  lead  pigment),  and  later 
in  a  wide  range  of  colours  supplemented  with  lacquer  and  brass-dusts. 

Soon  after  1740,  printing  from  woodblocks  in  a  restricted  number  of  colours  began,  but 
it  was  not  until  1765  that  the  final  refinement,  the  full  polychrome  print,  was  achieved. 
It  is  Harunobu's  contribution  to  this  ultimate  development  that  establishes  him  as  one  of 
the  half-dozen  key  figures  of  the  Ukiyo- e  school. 
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The  Colour-prints  of  Suzuki  Harunobu 

by  Jack  Hillier 


Occasionally,  it  is  possible  to  feel  that  an  artist  owes  a  great  reputation  almost  to  chance : 
a  friendship,  a  war,  a  voyage,  an  illness.  With  Harunobu,  it  was  a  revolution  in  colour- 
printing.  If,  until  his  death  in  1 770,  full  polychrome  wood-block  printing  had  remained 
the  rarity  it  had  been  up  to  1765,  it  is  unlikely  we  should  be  celebrating  Harunobu  as  one 
of  the  most  enchanting  artists  of  the  1 8th  century.  He  might  possibly  have  reached  the 
not  inconsiderable  stature  of  say  Kiyomitsu,  whose  prints  Harunobu's  most  resembled  in 
the  early  sixties :  but  it  is  doubtful  if  he  would  have  been  able  to  impose  his  style  on 
practically  every  member  of  the  Ukiyo-e  school  of  his  generation,  or  to  have  won  the  un- 
feigned adulation  of  almost  every  collector  and  critic  of  Japanese  prints  since,  East  and 
West.  Few  Japanese  artists  have  elicited  more  lyrical  eulogies  from  their  admirers,  yet 
other  artists  before  him  had  a  comparable  'vision  of  the  springtime  of  life  and  love'  ；  in 
Sukenobu,  Okumura  Masanobu, 1 oyonobu  and  Kiyomitsu  we  can  find  already  the 
'slender  and  gracious  embodiment  of  youthful  girlhood',  albeit  their  ideal  may  have  been 
rather  more  flesh-and-blood  than  his :  but  Harunobu  had  the  advantage,  wmch  they  all 
lacked,  of  a  new  and  more  complex  form  of  wood-block  colour-printing  that  added  some- 
thing that  all  the  artistry  of  those  earlier  masters  could  not  supply. 

Just  what  that  colour-printing  meant  can  accurately  be  judged  in  Harunobu's  own  works. 
His  small  picture-book  called  Ebon  Ham  Katsura,  'Flowering  Katsura',  published  in  1 764, 
was  printed  in  black  ink  only.  In  several  designs  we  have  something  approaching  what  we 
think  of  as  typical  Harunobu :  the  graceful  line,  the  youthful,  vernal  freshness,  the  trans- 
formation of  the  humdrum,  everyday  world  into  a  fanciful  never-never-land  ；  and  indeed, 
Harunobu  re-used  these  designs,  or  parts  of  them,  for  later  colour-prints.  But  this  book 
would  hardly  have  made  a  name  for  him,  it  would  never  have  ranked  with  the  ink-printed 
picture-books  of  Masanobu  or  Settei,  to  say  nothing  of  those  by  the  supreme  master  of 
this  kind  of  picture-book,  Nishikawa  Sukenobu.  The  gulf  between  the  book-prints  of 
Ebon  Ham  Katsura  and  the  colour-prints  that  aopeared  the  following  year  is  a  measure  of 
what  Harunobu  owed  to  the  medium.  What  the  medium  owed  to  Harunobu  is  perhaps 
less  easy  to  assess. 

Other  artists  might  have  been  chosen  to  sound  the  possibilities  or  the  new-style  full-scale 
colour-printing,  a  number  of  contemporaries  did  in  fact  provide  designs  for  some  of  the 
calendar-prints  which  were  the  first  prints  to  be  produced  by  the  new  technique :  Haru- 
nobu's great  virtue  was  that  he  exploited  the  medium  with  genius.  His  gifts,  dormant 
before,  flowered  as  the  medium  developed.  The  coming  together  at  that  crucial  time  of 
the  grace  of  Harunobu's  maturing  art  and  the  exquisite  colour  and  consummate  craft  of 
the  medium  was  one  of  those  happy  conjunctions  that  seem  to  depend  on  the  stars  rather 
than  human  agencies. 

Of  course,  human  agencies  there  certainly  were,  though  it  has  baffled  every  art-historian 
and  critic  to  elucidate  them.  Despite  occasional  sidelights  from  the  ephemeral  literature  of 
the  time,  the  same  obscurity  which  surrounds  the  lives  of  most  Ukiyo-e  artists  envelops 
Harunobu's  career.  It  has  to  be  pieced  together  from  chance  remarks  in  books  of  the 
'Random  Jottings'  kind,  from  the  reminiscences  of  an  acknowledged  counterfeiter  of  his 
prints,  from  the  fortuitous  discovery  of  an  old  record-book  of  Sukenobu's  family.  There  is 
nothing  we  can  turn  to  of  the  consecutiveness  and  reliability,  say,  of  the  'Life  of  Antoine 
Watteau'  by  Comte  de  Caylus,  who  had  known  the  artist  intimately  and  had  assiduously 


recorded  the  details  of  his  life.  We  do  not  know  with  certainty  where  or  when  Harunobu 
was  bom.  Shiba  Kokan,  the  counterfeiter  already  mentioned,  recounts  in  his  volume  of 
reminiscences  Shumpard  Hikki  'Shumparo's  Notes'  (Shumparo  being  a  nom-de-plume), 
that  'Harunobu  died  suddenly  when  he  was  not  much  over  forty',  and  as  the  date  of  the 
artist's  death  in  1770  is  established,  it  has  been  customary  to  place  his  birth  between  the 
years  1725  and  1730.  A  book  of  brief  Ukiyo-e  biographies,  Honcho  Ukiyo-e  Gajinden,  gives 
his  age  at  death  as  46,  but  does  not  substantiate  the  statement.  At  one  time  it  was  thought 
that  Harunobu  was  bom  and  lived  in  Edo,  but  recent  research  by  the  Japanese  scholar 
Hayashi  Yoshikazu  makes  it  seem  likely  that  part  of  his  early  life  was  spent  in  Kyoto. 

By  far  the  most  vital  factor  in  the  early  part  of  an  artist's  career  is  obviously  the  master 
under  whom  he  studies  and  who  forms  his  style,  and  in  Japan,  with  the  strict  enjoinment 
upon  a  pupil  to  follow  faithfully  the  tenets  and  the  style  laid  down  by  the  school,  this  is 
especially  true.  Yet  it  is  in  regard  to  this  aspect,  the  master  under  whom  Harunobu  first 
received  training,  that  greatest  doubt  and  controversy  prevails.  There  has  never  seemed 
any  justification  for  the  tradition,  handed  down  by  the  main,  albeit  sketchy  and  fallible, 
source-book  of  biographical  data  concerning  Ukiyo-e  artists,  the  Ukiyo-e  Kuikd,  that 
Harunobu  was  a  pupil  of  Nishimura  Shigenaga  (d.1756).  Perhaps  it  was  started,  or  at  least 
given  plausibility,  by  the  fact  that  Harunobu  provided  the  illustrations  for  a  supplement 
to  Shigenaga's  Ebon  Edo  Miyage,  'Picture-book  of  Souvenirs  of  Edo' :  but  Shigenaga's  book 
first  appeared  in  175  3,  and  Harunobu's  supplement,  Ebon  Zoku  Edo  Miyage  (though  adver- 
tised in  the  second  edition  of  the  original  book  in  1765),  not  until  1768.  In  1765,  as  the 
most  up-and-coming  Ukiyo-e  artist  of  the  day  Harunobu  was  a likely  candidate  to  illus- 
trate the  sequel  to  a  popular  topographical  work  of  this  kind,  whether  there  had  been  any- 
former  association  with  Shigenaga  or  not.  Shigenaga  died  in  1756,  and  his  work  belongs 
firmly  to  what  has  always  been  called  the  'Primitive'  phase  of  the  Japanese  print.  One  beni- 
t(uri-e  made  very  early  in  Harunobu's  career  ('Tamamushi  at  the  prow  of  a  Taira  ship ，リ 
has  some  resemblance  to  an  urushi-e  by  Shigenaga  of  the  same  subject,  published  some  1 5 
to  20  years  earlier,  but  this  may  be  a  coincidence  brought  about  by  the  common  subject- 
matter,  or  else  an  early  instance  of  Harunobu's  plagiarism :  by-and-large,  there  is  no  echo 
of  Shigenaga  in  Harunobu's  work,  except  in  the  Zoku  Edo  Miyage  where  he  was  obviously 
under  constraint  to  produce  a  pictorial  sequel,  even  when  the  style  ran  counter  to  his  own. 
But  for  the  Ukiyo-e  R////^o  passage,  no  one  is  likely  to  have  linked  the  two  in  a  master/pupil 
relationship. 


Nishikawa  family  in  which  the  date  of  Harunobu's  death,  14th  day  ot  6th  month  of  Meiwa 
7  (1770),  is  entered,  together  with  his  kaimyo,  his  posthumous  Buddhist  name,  Hosho 
Shinkaku  Ko]i,  has  helped  to  confirm  to  some  extent  what  has  always  been  inherent  in 
Harunobu's  prints  themselves :  that  he  was  a  follower  of  the  style  of  Nishikawa  Sukenobu. 
It  is  not  easy  to  see  him  as  an  actual  member  of  the  family,  except  by  a late  adoption,  nor 
certainly  as  a  direct  pupil  of  Sukenobu  nimself.  After  all,  Sukenobu  died  in  175 1,  and 
Harunobu's  earliest  known  works  do  not  very  much  pre-date  1760:  a  break  of  that 
length  of  time  between  pupilage  and  first  works  (even  allowing  for  the  disappearance  of 
some)  would  be  inexplicable.  Besides,  it  is  inconceivable  that  an  artist  brought  up  in  the 
atelier  of  Sukenobu  一  if  not  under  Sukenobu  himself,  then  Suketada  or  another,  later, 
follower  of  the  master  -  should  have  failed  to  show  in  his  first  works  clear  evidence  of 
his  upbringing.  There  is  nothing  in  Harunobu's  earliest  surviving  prints  to  connect  him 

1 Reproduced  in  Vignicr  and  Inada,  Harunobu,  1910,  No. 11,  Pl.i. 

2  Reproduced  in  the  Philippe  R.  Stoclct  Sotheby  Sale  Catalogue,  May  1965,  N0.71. 

3  See  Bibliography. 


with  Sukenobu :  the  actor-prints  and  the  pillar-prints  of  the  period  (e.g.  Nos.  i  and  2  in 
the  Catalogue)  are  so  very  much  more  akin  to  the  work  of  the  contemporary  Torii  master, 
Kiyomitsu,  that  the  conclusion  is  inescapable  that  any  formal  training  before  they  were 
produced  could  hardly  have  been  under  a  Nishikawa  man,  and  if  there  was  no  formal  train- 
ing in  the  Torii  school  一 and  there  is  no  evidence  outside  the  style  of  the  period  that 
there  was  ―  then  we  are  thrown  back  upon  the  unsatisfactory  conclusion  that,  at  the  outset 
at  least,  he  was  self-taught,  and,  being  obliged  to  compete  in  the  field  of  actor-print  design- 
ing, modelled  himself  upon  Kiyomitsu. 

Most  of  the  earliest  known  prints  of  Harunobu  are  benifiuri-e  (literally  'pink-printed 
pictures',  but  actually  printed  in  two  colours,  normally  red  and  green)  actor-prints,  and 
four  at  least  were  occasioned  by  plays  that  were  performed  from  the  3rd  month  of  1760 
until  the  6th  month  of  1761.  All  the  plays  concerned  were  performed  at  the  Ichimura-za, 
and  all  except  one  (which  bears  no  imprint)  have  the  mark  of  an  otherwise  unknown 
publisher  named  Suzuki.  Suzuki  is  not,  of  course,  an  uncommon  name  in  Japan,  but  in 
view  of  the  obscurity  of  Harunobu's  origins  as  an  artist,  perhaps  one  might  consider  the 
possibility  of  a  family  connexion  in  the  print-publishing  sphere  (if  it  was  not  Harunobu  in 
a  venture  of  his  own),  and  his  early  actor  prints  as  the  outcome  of  a  desire  of  the  house  to 
compete  with  rival  publishers. 

However  that  may  be,  it  was  a  transient  phase,  and  it  was  not  long  before  he  was  searching 
for  his  ideal  master.  Soon  after  1760,  he  must  have  felt  the  pull  of  other  current  Ukiyo-e 
stylists,  attracted  to  them  by  his  own  innate  artistic  leanings  and  recognizing  sympathetic 
affinities  to  them.  There  were  Okumura  Masanobu  and  Ishikawa  Toyonobu,  veteran 
masters  of,  first,  hand-coloured  prints  and,  latterly,  of  the  bem-t(uri-e;  there  were  artists  of 
the  somewhat  shadowy  Kawamata  sub-school,  Tsunemasa  in  particular  ；  but  above  all,  as 
he  matured,  it  was  Sukenobu  to  whom  he  turned  as  mentor,  and  even  without  joining  the 
Nishikawa  school - by  no  means  a  powerful  force  after  the  death  of  Suketada  in  175  8  -  he 
had  immediate  access  to  innumerable  examples  of  the  great  Kyoto  artist's  work  in  his 
picture-books,  published  from  the  second  decade  of  the  century  onwards,  and  reprinted 
from  time  to  time  posthumously;  books  of  which  we  have  evidence  that  Harunobu  knew 
from  the  number  of  occasions  on  which  he  drew  on  them  for  inspiration,  borrowing 
designs  almost  unaltered  or  adopting  others  as  a  basis  for  new  compositions.  Whatever 
the  facts  of  Harunobu's  training  as  an  artist,  and  they  are  still  far  from  clear,  his  style  at  its 
most  typical  seems  like  a  distillation  of  the  gentler  elements  of  artists  such  as  Sukenobu, 
Masanobu,  Toyonobu,  Tosninobu,  the  Kawamata  artists,  Kiyohiro  and  Kiyomitsu,  all  of 
whom  had,  as  the  century  advanced,  tempered  with  a  softer  strain  the  bolder,  more  mascu- 
line styles  of  the  original  'Primitive'  era:  and  of  those  artists,  it  was  Sukenobu  to  whom  he 
owed  most.  It  was  a  case  of  like  calling  to  like :  both  had  an  evident  and  irrepressible  love 
of  young  women  and  drew  them  with  such  sympathy  that  they  created  a lasting  ideal  of 
Japanese  womanhood :  an  ideal  which  even  now,  despite  the  rapid  social  changes  in  the 
country.  Westerners  continue  to  cherish,  with  a  curiously  sentimental  illogic,  as  the 
veritable  truth. 

The  late  sixties  in  18th-century  Japan  was  a  time  propitious  to  the  arts.  How  far  tney 
flourished  in  any  period  in  Tokugawa  Japan  was  largely  dependent  on  the  character  and 
energy  of  the  Bakufu,  and  Tanuma  Okitsugu,  who  headed  the  government  at  the  time, 
was  lax,  not  to  say  dissolute.  During  his  regime,  a  certain  permissiveness  and  indulgence 
prevailed,  providing  a  climate  in  which  the  arts,  and  especially  those  of  the  colour-print 
and  the  theatre,  the  theoretically  plebeian  arts,  flourished.  A little  book,  illustrated  by 
Harunobu  and  published  in  1 769,  concerning  the  sweetmeat-seller  Dohei  {Ame-Uri  Dohei 
Defi,  No.  149  in  the  Catalogue)  has  a  passage  which,  even  allowing  for  the  extravagance 
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and  exaggeration  of  this  kind  of  effusion,  carries  with  it,  like  a  heady  gust  from  a  crowded 

room,  the  tang  and  vivacity  of  the  times : 

'If  on  the  three  hundred  and  sixty  days  of  the  year  one  goes,  day  in  and  day  out,  through 
all  the  eight  hundred  and  eight  streets,  one  finds  a  tavern  at  every  five  paces  ；  and  it  is  as 
if  this  city  had  been  changed  into  a  pond  or  rice-wine.  One  cannot  take  ten  steps  without 
coming  upon  a  shop  in  which  whole  mountains  of  rice-cakes  and  other  confections  are 
offered.  If  one  hears  in  the  distance  an  almost  heavenly  music,  it  is  the  song  of  a lady  to 
the  strum  of  a  guitar.  If  there  is  a  rattling  like  peals  of  thunder,  it  is  the  ox-carts  on  the 
side-streets.  People  with  coiffures  shaped  like  the  leaf  of  the  ginko-tree  roll  up  their 
outer  robes  and  jostle  shoulder  to  shoulder.  Ladies  with  girdles  of  spun  gold  and  long- 
sleeved  girlish  dresses  sway  their  hips  ；  and  their  garments,  coloured  like  the  graining 
of  wood,  flow  as  do  the  torrents  of  Spring. 1 heir  hats  of  green  paper  resemble  a  clump 
of  trees  in  Summer.  As  they  wander  along,  the  hems  of  their  robes  flutter  open,  and 
the  blood-red  silk  linings  gleam  like  maple  foliage  一  though  it  is  not  yet  Autumn  ！  The 
festive  white  material  of  their  inner  robes  shines  like  snow  一  though  it  is  not  yet  Winter  ！ 
If  it  were,  they  would  be  muffled  to  their  very  noses  with  crepe  veils.  They  have  ar- 
ranged their  hair  as  if  surmounted  by  a  cap,  like  tiers  of  little  chrysanthemums.  At  their 
thighs  sparkle  tobacco- wallets  ornamented  with  silver  and  gold. 

'The  black-and-white  prints  of  earlier  days  are  antiquated  now,  and  the  only  thing 
people  care  for  is  the  newly-aevised  gorgeousness  of  the  Eastern  Brocade  Pictures.' 
From  the  occasional  light  literature  of  this  kind,  as  from  the  artists,  arises  a  picture  - 
however  belied  by  sober  facts  of  repression  and  want  -  of  a  capital  city  pullulating  with 
pleasure-seeking  and  activities  of  every  kind,  of  a  state  of  plenty  and  even  luxury,  of  the 
prospering  of  playhouse,  tearoom,  and  brothel,  and  of  a  dilettantism  among  the  miadle- 
class  that  led  many  men  to  dabble  in  the  arts,  to  form  clubs  for  verse  and  music  perform- 
ance, and  to  sponsor  craftsmen  in  a  variety  of  spheres. 

Among  these  dilettantes  was  one  who  seems  to  have  been,  as  much  as  any,  the  instigator 
of  the  remarkable  development  in  the  technique  of  Ukiyo-e  colour-print  production 
which  took  place  in  1764/5.  His  name  was  Okubo  Jinshiro  Tadanobu,  with  the  pen-name 
Kikurensha  Kyosen.  He  was  a  government  hatamoto  (bannerman)  and,  at  a  time  when 
bushels  of  rice  were  the  measure,  was  a  man  of  some  substance.  Thumb-nail  portraits  of 
this  man  have  been  attempted  by  several  writers  but  the  likenesses  are  conjectural.  What  is 
known  is  that  he  brought  out  a  small  book  of  haiku,  Segen  Skiii,  published  in  175  8,  containing 
verses  of  his  own,  and  of  Saren  and  others.  Significantly,  the  verses  are  illustrated  (in 
black-and-white  woodcuts  only)  by  leading  artists  of  the  day,  Okumura  Masanobu  and 
Ishikawa  Toyonobu  among  them,  and  what  is  more,  several  designs  are  by  Kyosen  him- 
self, and  prove  that  as  an  artist  he  himself  was  a  follower  of  Sukenobu.  He  was  the  founder 
of  the  Kikuren  Club,  members  of  which,  in  addition  to  Kyosen,  are  among  those  whose 
signatures  or  seals  appear  on  1765/6  calendar-prints  as  'conceivers'. 

Perhaps  in  that  common  admiration  of  Sukenobu  and  in  a  common  circle  of  associates 
(Hayashi  cites  Komatsuken  Hyakki,  who  wrote  the  introduction  to  an  erotic  work  of 
Harunobu's  of  about  1765  and  who  was  himself  a  designer  of  a  number  of  fine  e-goyomi,  as 
another  member  of  the  coterie)  we  can  find  an  explanation  of  the  association  between 
Harunobu  and  Kyosen  which  led  to  the  artist  being  commissioned  to  design  the  calendar- 
prints  that  mark  so  strikingly  the  new  departure  in  colour-printing. 

Whatever  the  cause  of  the  association,  it  was  Harunobu  more  than  any  other  artist  who 
was  chosen  to  design  the  calendar-prints  of  1765  in  which,  by  an  astonishing  coincidence, 
he  on  the  one  hand  achieved  a  personal  style  that  until  then  had  never  been  fully  realized. 
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and  the  print-makers,  on  the  other,  perfected  a  more  complex  technique  that  was  sufficiently 
advanced  beyond  former  practice  to  earn  prints  so  made  a  new  name  一  Nisbiki-e,  'Brocade 
Pictures'.  We  will  return  to  the  calendar-prints  shortly,  but  this  new  departure  in  colour- 
printing,  of  such  great  importance  in  the  subsequent  history  of  Ukiyo-e,  should  first  be 
touched  upon. 

It  is  well  understood,  of  course,  that  1765  was  not  the  first  time  multiple  blocks  had  been 
used  for  colour-printing  in  Japan.  Quite  apart  from  isolated  instances  in  pseudo-scientific 
and  mathematical  books  of  the  1 7th  century^,  books  of  haiku  printed  for  private  circulation, 
kubari-hon  (of  which  the  best  known  is  Chichi-no-on  of  1730),  were  issued  in  the  early  i8th 
century  with  colour-printed  illustrations.  Then,  soon  after  1740,  the  beni-^mi-e  Ukiyo-e 
print  involving  two  colour-blocks  in  addition  to  the  ink  outline-block,  made  its  appear- 
ance, and  from  the  late  fifties  onwards,  third  and  fourth  blocks  were  sometimes  used. 
There  are  two  prints  by  Shunsho  {{hoso-ban  portraits  of  Raizo  and  Hiroemon  as  Ikvu  and 
Sukeroku  in  a  performance  of  Sukeroku  dateable  to  the  sprin?  of  1 764)  which  qualify  as 
full  colour-prints,  if  not  actually  nishiki-e.  Three  other  books  published  prior  to  1765 
must  be  mentioned  on  account  of  the  elaborate  colour-printing  of  the  illustrations : 
Shumboku's  Mincho  Seido  Gaen,  of  1746  with  designs  based  on  the  'Mustard  Seed  Garden 
Manual',  the  late-i  yth-century  Chinese  treatise  on  painting  with  parts  printed  in  several 
colours  ；  the  Kai-shi-en  Gaden  of  1748,  the  first  Japanese  edition  of  the  'Mustard  Seed 
Garden  Manual' ； and  the  Wakana  shu  of  1756,  with  prints  in  colour  after  Ryusui,  and  in 
ink  only  after  Ippo.  The  prints  in  these  three  books  show  a  much  more  advanced  and 
elaborate  standard  of  colour-printing  than  anything  in  contemporary  Ukiyo-e,  but  all 
three,  especially  those  based  on  the  'Mustard  Seed  Garden  Manual',  are  not  only  very 
strongly  Chinese  in  their  pictorial  style,  but  the  colour-prints,  too,  are  obviously  based  on 
Chinese  models. Ihe  significant  fact  about  the  calendar-prints  of  1765,  designed  by  Haru- 
nobu  and  printed  in  a  wide  range  of  colours,  is  that  they  are  quite  distinctly  of  another 
order,  and  differ  from  the  book-prints  mentioned  most  obviously  in  the  colours  employed, 
the  Chinese-style  being  cloudy,  pastel  tints,  the  Ukiyo-e  more  intense  and  less  transparent. 
The  nishiki-e  involved  not  only  more  colours  than  previous  prints,  but  colours  of  a  new 
strength,  differently  applied.  In  some  other  minor  aspects,  too,  there  are  marked  differ- 
ences : for  instance,  blind-printing  is  employed  occasionally  in し hmese  prints  of  flowers 
and  still-life  (e.g.  in  the  so-called  'Kaempfer'^  prints)  to  mark  the  outlines  of  petals  and 
plumage,  especially  where  the  areas  were  left  uncoloured,  and  in  the  Japanese  books 
described  the  blind-printing  is  confined  to  similar  details :  whereas,  in  the  nishifzt-e  prints 
blind-printing,  kcirai^uri,  though  used  for  similar  purposes,  was  more  characteristically 
used  to  emphasize  the  patterns  of  dresses,  and  also  to  reinforce  the  outline  of  the  clothes 
of  a  figure,  literally  lifting  it  bodily  from  the  page  with  an  almost  three-dimensional,  bas- 
relief  effect.  This  latter  use  of  blind-printing  was  known  as  kimekomi. 

Another  factor  of  great  effect  in  marking  the  distinction  between  the  new  colour-prints 
and  the  old,  was  the  paper  used.  The  printers  of  the  Chinese-style  book-illustrations 
sought  thin,  close-grained  papers  of  types  as  near  as  possible  to  those  used  for  the  actual 
Chinese  prints,  but  the  e-soyomi  (calendar-prints)  saw  the  introduction  oihdsho,  a  splendidly 
thick  and  opulent  Japanese  paper,  which  stood  the  repeated  bumishings  of  the  bare"  over 
multiple  blocks  without  wearing,  absorbed  the  rich  colour  and  enhanced  it,  and  allowed 
the  deep  penetration  of  the  blind-printing  blocks  and  retained  their  impression.  In  short, 

4  A  full  list  of  the  early  publications  containing  colour-prints  is  given  by  Waterhouse  in  his  Harunobu  and  his  age. 

5  17th  Century  Chinese  colour-prints  of  still-lire  brought  from  Japan  by  Kaempfer  in  1692/3,  part  of  the  Sloane 
Collection  which  formed  the  original  nucleus  of  the  British  Museum. 
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though  of  a  different  calibre,  hosho  gave  the  same  rather  de  luxe  look  to  a  print  as  the  vel- 
lum sometimes  used  for  prints  in  the  West. 

In  fact,  the  differences  between  the  Chinese-style  colour-printing  and  the  Ukiyo-e  type  are 
as  strongly  marked  as  the  differences  between  Chinese-based  Kano  and  Nanga  painting 
and  Ukiyo-e  painting :  and  the  kind  of  Ukiyo-e  print  evolved  in  1765  tended  to  reveal  very 
strongly  the  underlying  Tosa  element  in  the  amalgam  known  as  Ukiyo-e,  with  its  accent 
on  details  of  beautiful  clothes  and  accoutrements,  and  the  patterning  with  a  mosaic  of 
bright,  semi-opaque  colours. 

In  view  of  the  crucial  nature  of  the  1765  developments  in  colour-print  making,  numerous 
attempts  have  been  made  by  the  Japanese  to  trace  technical  innovations  which  could 
account  for  the  sudden  advance.  Quite  understandably,  research  has  concentrated  on  the 
means  of  achieving  accurate  registry  of  the  six  or  more  colour-blocks  with  the  single  key- 
block,  but,  in  fact,  a  registering  device  had  been  in  use  ever  since  colour-printing  had  been 
employed  in  Japan.  This  device,  the  'Angle-and-bar'  kento,  was  a  right-angle  at  one  lower 
corner  and  a  short  straight  line  near  the  other  lower  corner,  both  cut  in  relief  on  the 
blocks.  Marked  out  first  on  the  key-block,  the  kento  was  repeated  on  to  all  the  colour- 
blocks  (which  were  cut  from  pulls  from  the  key-block),  and  the  print-paper,  as  it  passed 
from  block  to  block,  was  placed  in  position  in  alignment  with  the  kento  marks. 

But  although  this  method  was  normally  adequate  where  two  or  three  printings  only  had 
been  called  for  and  when  an  edition  of  say  200  prints  could  be  finished  in  a  day  or  two, 
difficulties  must  have  been  encountered,  through  changes  in  damp  paper  and  saturated 
blocks,  where  the  more  protracted  process  of  printing  from  three  or  four  times  that 
number  of  blocks  was  entailed.  Something  more  critical  than  the  unaided  kento  seemed  to 
be  called  for,  and  Shigekichi  Mihara,  in  a  paper  read  as  long  ago  as  8  March  1924  (at  a 
reception,  of  all  occasions,  held  by  the  Polish  Minister  at  the  Legation  in  Azabu  ！) «  put  his 
finger  for  the  first  time  on  what  one  feels  must  be  the  simple  but  adequate  adjustment 
that  made  the  accuracy  of  multiple-block  colour-printing  possible.  The  novelist  Bakin 
(1767-1848)  in  an  oft-quoted  passage  in  his  miscellany  Etiseki  ^asshi  (1811)  had  written 
'About  the  year  1765,  a  wood-block  cutter  called  Kinroku  had  a  talk  with  a  certain 
printer.  They  devised  something  that  would  fix  the  alignment  of  wood-blocks,  and  for  the 
first  time  produced  printing  in  four  or  five  colours.'  It  was  assumed,  by  Ota  Nampo  and 
other  early  historians  of  UKiyo-e,  that  Bakin  was  referring  to  the  kento,  but  Mihara  very 
plausibly  suggested  that  Kinroku's  improvement  must  have  been  the  introduction  of  the 
use  of  the  kuiki,  'a  very  thin  wedge-shaped  wood  about  a  quarter  of  an  inch  in  width 
inserted  in  a  slit  made  to  receive  it  on  the  innerside  of  old  kento  marks.  Its  insertion  or 
removal  serves  to  counteract  any  change  in  paper  whether  due  to  its  fibrous  nature,  or  to 
atmospheric  conditions  as  well  as  any  change  in  blocks  by  shrinkage  or  expansion,  which 
goes  on  continually  during  printing.'  It  sounds  elementary  enough,  but  in  the  hands  of 
the  resourceful  printer  it  no  doubt  had  all  the  virtues  of  an  instrument  capable  of  micro- 
adjustment. 

The  term  Nishiki-e  given  to  prints  in  the  new,  elaborate  technique,  also  seems  partly  to 
have  been  misinterpreted  and  the  subject  of  some  imaginative  guesswork.  It  has  usually 
been  assumed  that  nishiki-e,  'brocade  picture'  was  a  poetic,  metaphoric  term  likening  the 
print  to  the  rich  texture  and  colour  of  brocade,  and  perhaps  this  became  the  common 
assumption  at  the  time  the  prints  appeared.  But  nishiki-e  was  a  term  already  in  use  in  the 
early  1 8th  century  and  described  a  tairly  widely  practised  handicraft  of  women,  the  patch- 
work picture,  made  of  shaped  pieces  of  coloured  cloth  pasted  on  to  an  outline  drawing; 

•  Lecture  on  Print-making,  by  a  special  correspondent,  in  T he し' もむ oje  no  Kenkyit,  Vol.ni,  Nos.i  and  2  (May  1924). 
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indeed,  an  artist  of  Sukenobu's  school  actually  designed  an  instructional  manual  on  the 
making  of  such  pictures,  with  illustrations  on  one  page  of  a  full  length  figure  (of  a  girl 
or  other  subject),  and  on  the  opposite  page,  of  various  shapes  (numbered)  that  should  be 
cut  from  brocade  for  pasting  on  to  the  appropriate  (similarly  numbered)  areas  of  the 
picture.  The  title  of  this  book  is  Hana  Musnbu  Nishiki-e  A 脚 se,  'Brocade-picture  Entwined 
with  Flowers',  and  it  was  published  in  Kyoto  in  1739.'  It  is  worth  noting  that  the  Ukiyo-e 
prints  were  specifically  called  A で ma  Nishiki-e,  'Brocade  Pictures  of  the  East',  and 
possibly  this  was  to  distinguish  them  from  nishiki-e  of  the  patchwork  kind  made  in  Kyoto 
and  Osaka. 

Inevitably,  considerable  space  has  been  devoted  to  a  discussion  of  the  wood-block  printing 
technique  in  the  sixties,  since  it  looms  so  large  in  any  account  of  Harunobu's  work. 
Before  going  on  to  discuss  Harunobu's  development  as  a  designer  of  colour-prints,  the 
occasion  should  be  taken  to  stress  that  the  process  was  a  reproductive  one.  The  question 
that  is  bound  to  arise  concerns  just  what  control  Harunobu  had  on  the  actual  production 
of  a  colour-print,  how  far  he  was  able  or  permitted  to  decide  upon  specific  colours,  the 
number  of  colour-blocks,  the  areas  of  blind-printing.  It  has  frequently  been  claimed  that 
Harunobu  was  a  great  colourist :  how  far  could  this  be  maintained  if  he  were  not  the 
ultimate  arbiter  of  the  colours  used  in  printing  ？ 

In  commercially-published  colour-prints  of  both  earlier  than  1765  and  later  periods,  the 
conclusion  is  inevitable  that  the  designer  was  only  the  initiai  operator,  if  the  most  im- 
portant, in  a  chain  that  went  on  to  block-cutter,  printer,  and  distributor.  The  artist's 
responsibility  was  discharged  when  he  had  briefly  marked  on  a  pull  from  the  key-block 
the  areas  to  be  printed  in  colour :  in  surviving  specimens  of  these  marked  key-block 
proofs,  it  seems  that  more  often  than  not  he  did  not  indicate  the  actual  colours  to  be  print- 
ed : so  long  as  the  areas  were  marked,  the  rest  would  be  left  to  the  cutter  and  printer. 

Ihe  1765/6  calendars,  in  their  first  states  at  any  rate,  are  t airly  obviously  privately-printed 
gifts  for  distribution  among  the  small  number  of  members  of  literary  and  similar  clubs,  of 
which  the  Kyosen  Renju  is  typical,  and  with  these  prints,  if  any,  one  would  expect 
(though  not  be  able  to  prove)  far  wider  powers  to  be  vested  in  the  artist,  and  much  greater 
opportunities  to  supervise  the  production.  But  even  with  the  e-goyomi,  if  we  put  the  case 
that  Harunobu  indicated  his  choice  of  colours  on  a  key-block  proof,  a  violet  here,  a  red 
there,  and  so  on:  the  actual  colours  would  have  been  mixed  and  evolved  by  the  colour- 
printer  from  vegetable  dyes  and  powders,  and  the  intensity  and  consistency  of  the  colour 
left  to  his  judgment.  And  it  is  probably  true  to  say  that  Harunobu  was  no  more  able  exactly 
to  gauge  the  colours  the  printer  would  produce  than  the  printer  was  able  perfectly  to 
control  the  colour  his  solutions  of  leaves  and  flowers  and  bark  would  yield.  Harunobu 
may  well  have  had  a  colour-harmony  in  mind,  but  it  would  be  the  printer  who  reproduced 
it,  and  perhaps  only  rarely  in  accordance  with  the  artist's  idea;  though  who  can  say  that 
Harunobu  did  not  occasionally  feel  as  a  composer  may  feel  on  hearing  his  music  per- 
formed by  an  interpreter  who  discovers  beauties  in  the  music  which  he  himself  had  not 
suspected  were  there. 

At  this  experimental  stage,  it  is  doubtful  if  the  printers  were  always  certain  what  colours 
their  alchemy  would  create.  One  of  the  special  virtues  of  the  colour-prints  of  1765  is  that 
the  colours  strike  us  as  rare,  in  this  first  tentative  burgeoning  of  the  new  art  in  such  prints 
as  N0S.7,  16,  18,  and  20  there  are  occasional  uncertainties  and  felicities  and  triumphant 
failures  that  bespeak  the  random  casting  about  of  experimenters,  contrasted  to  the  ex- 
pected certainty  of  professionals.  The  colours  are  often  the  result  of  happy  inspiration. 


7  In  Jbdo  somewhat  similar  pictures  made  by  pasting  cloth  over  cardboard  cut  into  various  shapes  were  known  as 
oshi-e. 


and  hitherto  untried  vegetable  dyes  and  mineral  powders :  grey-rust,  tawny-gold,  ripe 
aubergine,  sodden  black,  the  colours  of  lichen  encrusted  on  bark,  a  palette  of  couleurs- 
trouves,  many  of  them  evanescent  colours  and  only  found  now  in  their  pristine  state  in 
prints  hidden  away  from  the  light  since  they  were  made. 

There  has  been  some  speculation  as  to  why  pictorial  calendars,  e-goyomi,  were  the  common- 
est type  of  print  commissioned  by  the  dilettanti  of  the  clubs,  and  why  so  many  were  simul- 
taneously issued  in  1765.  E-goyomi  of  a  simple  kind  exist  with  dates  earlier  than  1765 
though  not  in  anything  like  the  numbers  printed  in  that  year,  and  came  into  being  because 
of  that  peculiarity  or  the  old,  and  now  superseded,  Japanese  lunar  calendar  which  called 
for  variations  from  year  to  year  in  the  number  of  days  in  each  month.  The  publication  of 
calendars  giving  the  necessary  information  of  the  dai-sho  ('long-and-short')  months  was  a 
government-controlled  monopoly  of  a  few  designated  publishers,  and  the  designers  of 
1765  e-goyomi,  not  being  authorised  to  give  the  information  'in  clear',  resorted  to  the 
expedient  of  hiding  the  dai-sho  numerals  in  various  parts  of  the  picture,  the  palm  going  to 
the  artist  who  displayed  the  greatest  wit  and  ingenuity  in  disguising  the  numerals. 
(Examples  are  explained  in  a  number  of  items  in  the  Catalogue.)  One  can  hardly  imagine 
that  these  subterfuges  were  not  obvious  to  the  authorities,  who  were  just  as  capable  as  we 
are  of  seeing  through  them,  nor  can  we  imagine  that  Kyosen  and  his  fellows  could  not 
have  sent  authentic  calendars  to  their  friends  if  they  had  so  wished :  it  must  have  been 
accepted  as  one  of  those  peccadilloes  that  the  authorities  ignored  but  which  gave  to  these 
privately-exchanged  surimono  exactly  that  spice  of  the  clandestine  that  the  clubmen 
savoured.  No  satisfactory  explanation  has  so  far  been  found  for  the  sudden  impulse  that 
led  to  the  issue  of  so  large  a  number  of  New  Year's  greeting  cards  in  the  form  of  calendars 
in  the  year  1765.  At  one  time,  it  was  suggested  that  1765  was  a  'Jubilee'  year,  the  900th 
anniversary  of  the  entry  of  Suguwara  Michizane,  statesman  and  patron  of  the  arts,  to  the 
court  of  the  Emperor,  and  that  calendar-prints  were  issued  to  mark  the  occasion,  but  there 
seems  no  corroboration  for  this  theory.  Calendar-prints,  also  often  designed  by  Harunobu, 
were  again  issued  for  1766,  but  in  fewer  numbers,  and  after  that  year,  the  impetus  seems 
to  have  been  lost,  whether  because  the  clubs  had  broken  up,  or  the  e-goyomi  had  ceased  to 
be  amusing,  or  for  some  other  reasons,  we  can  only  guess. 

The  'Young  Woman  in  a  Summer  Shower'  (No. 7)  is  a  perfect  example  of  the  calendar- 
print,  and  also  of  the  fulfilment  of  Hamnobu's  promise  as  an  artist.  The  calendric  numerals 
form  the  pattern  on  the  clothes  blowing  on  the  line.  The 丄 lit  in  the  girl's  dancing  motion, 
the  whirl  of  sinuous  curves  with  the  astringent  lines  of  the  centre  post  and  the  diagonally- 
held  bamboo  stick  acting  as  toils,  the  moment  from  an  innocent,  everyday  occupation 
recorded  in  a  way  that  moves  us  like  poetry :  here  the  true,  inimitable  Harunobu  shines 
through  a  bevy  of  collaborators  whose  names  appear  with  his  on  the  print  一  Hakusei,  who 
claims  to  be  the  designer  and  no  doubt  gave  the  germ  of  an  idea  and  a  rough  sketch  to 
Harunobu  ；  Endo  Goryo,  the  block-cutter,  and  \  umoto  Koslii,  the  printer :  but  whatever 
they  may  have  contributed,  for  us,  this  can  only  be  Harunobu. 

Another  favourite  among  these  1765  calendars  is  the  'Water  Vendor'  (No. 11).  Once 
again,  one's  sympathies  are  engaged  by  the  winning  subject,  the  young  boy  who  wears  his 
scanty  summer  clothes  with  such  artless  grace,  and  who  is  balanced  so  subtly  between  the 
intricate  lines  of  his  buckets  and  impedimenta.  But  in  this  print,  Harunobu  has  more  than 
mere  collaboration  from  the  printer:  the  pink  of  the  background  can  truly  be  termed 
delicious  一  it  suggests  fondant,  raspberry-flavoured  candy,  and  the  palate  is  tickled 
almost  as  much  as  the  eye  is  titillated.  Colours  as  attractive  as  this  have  more  than  a  merely 
visual  effect :  they  permeate  our  senses  as  we  breathe,  like  the  fragrance  of  flowers. 
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The  calendar-prints  for  1765  often  have  relatively  simple  backgrounds,  but  gradually- 
more  and  more  stress  began  to  be  placed  on  situating  the  figures  naturally  within  rooms 
or  outdoors.  From  the  earlier  norm  of  an  Ukiyo-e  print,  with  frank  two-dimensional 
pattern,  the  figure  set  against  a  background  of  blank  paper,  or  located  in  space  by  a  simple 
prop,  a  tree,  the  corner  of  a  house,  or  a  few  conventional  curves  symbolizing  a  stream,  and 
only  rarely  placed  in  a  room  or  a landscape  that  receded  into  the  picture-space,  there  was 
a  move  towards  a  new  and  more  complicated  scene  in  which  the  action  takes  place  amid 
surroundings  that  give  the  illusion  of  actuality.  The  set  of  eight  prints  known  as  'Eight 
Parlour  Views'  (Nos.24-35),  considered  to  have  been  produced  in  the  year  following  the 
first  calendar-prints,  shows  how  swiftly  Harunobu  had  developed  the  ability  to  realize  a 
person,  or  a  group,  in  the  open  air  or  in  a  room,  in  a  way  that  had  not  been  possible  before 
the  introduction  of  the  full  colour-printing.  This  set  also  demonstrates  Harunobu's 
immense  assurance,  he  has  truly  found  himself,  and  there  is  a  command  of  line  and  com- 
position that,  wedded  to  a  technical  accomplishment  of  the  highest  level  on  the  part  of 
cutters  and  printers,  results  in  one  of  the  acknowledged  peaks  of  the  colour-print  art  in 
Japan. 

With  such  a  commendation,  it  may  seem  curious  to  take  a  print  from  this  set  as  a  signal  to 
broach  a  shortcoming  which  casts  a  cloud  over  Harunobu's  work  throughout  his  life  ― 
his  plagiarism  of  other  artist's  work,  his  repetition  of  his  own.  This  reliance  upon  other 
artists  for  thematic  material  is  a  feature  of  some  prints  that  we  think  of  as  Harunobu's 
greatest  creations,  and  it  cannot  be  ignored.  The  figures  of  the  two  girls  in  the  'Clearing 
Weather'  in  the  'Eight  Parlour  Views'  set  (N0.25)  are  based  upon  an  earlier  hoso-ban 
(narrow,  upright)  print  by  Harunobu,  and  that  closely  followed  a  Kiyomitsu  print. 

Numerous  other  instances,  both  of  re-use  of  his  own  designs  and  borrowings  from  other 
artists  could  be  cited,  and  several  are  referred  to  in  the  Catalogue.  The  borrowings  were 
most  frequently  from  Sukenobu,  but  designs  ot  okumura  Masanobu  and  Kiyomitsu  were 
also  used  as  a  basis  for  prints.  Sometimes,  Harunobu's  treatment  of  an  existing  design 
results  in  something  so  far  superior  that  we  only  marvel  at  the  magic  whereby  he  was  able 
to  transform  through  the  medium  of  the  colour-print  a  commonplace  ink-print  into  a 
captivating  work  of  art.  There  is  no  better  example  than  the  'Ide  Crystal  River'  (N0.63). 
Derived  from  a  rather  nondescript  print  in  one  of  Sukenobu's  picture-books,  it  becomes 
in  Harunobu's  hands  a  vehicle  for  the  expression  of  his  personal  vision,  of  lissom  young 
girls  who  move  with  such  grace  to  display  garments  that  are  emblematic  of  the  spring- 
time of  life,  the  forms,  and  the  folds  of  the  clothes  making  a  Botticellian  arabesque  of  line 
and  colour.  In  such  a  transformation  we  do  not  impute  plagiarism  to  the  artist  any  more 
than  we  would  to  the  musician  who  creates  a  symphonic  movement  from  a  simple  folk- 
song. 

But  at  other  times,  Harunobu  steals  rather  more  than  the  germ  of  an  idea  or  the  un- 
elaborated  tune,  he  is  not  above  purloining  a  motive  and  a  composition  almost  entire,  as 
witness  for  example,  the  delightful  'Courtesan  of  Ibaraki-ya  detaining  a  young  man' 
(No. 92),  which  follows  too  closely  for  Harunobu's  reputation  a  colour-print  of  a  decade 
or  more  earlier  by  Okumura  Masanobu.  Harunobu  made  no  secret  of  his  admiration  for 
his  great  forerunner,  and  in  one  print  showed  a  girl  admiring  a  kakemono  (probably  a 
print)  by  Masanobu  of  a  young  wakashu,  signed  imposingly  with  Masanobu's  full  name, 
1 his  might  well  be  taken  as  an  act  of  homage  to  an  artist  he  greatly  respected,  and  it  might 
be  argued  that  the  borrowing  of  a  few  themes  was  in  the  same  spirit,  but  it  is  also  probably 
true  that  neither  the  copied  Masanobu  print  nor  the  ebon  from  which  Harunobu  took 

8  The  full  story  of  this  complicated  borrowing  is  detailed  in  Michener,  2  ne  Floating  World:  The  Story  of  Jatianese 
Prints,  p. 318. 
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another  design  (see  No.  36)  were  likely  to  be  too  well  known  to  the  public  so  long  after 
their  first  issue.  Nor  does  Hamnobu  simply  borrow  from  other  artists :  he  frequently 
repeats  himself,  turning  hoso-ban  prints  into  chuban,  and  elongating  parts  of  them  into 
pillar-prints  ； lie  bases  colour-prints  on  designs  already  used  in  picture-books,  and  com- 
piles black-and-white  picture-books  from  colour-prints  issued  only  a  year  or  two  before, 
(A  perfect  instance  is  the  re-use,  in  the  exhibited  page  of  h。on  Chiyo-no-matsu  (No.  147)  of 
the  figure  in  the  'Young  woman  in  a  summer  shower'  (No. 7).) 

James  A.  Michener,  who  damns  Hamnobu  with  tamt  praise  in  his  The  Floating  World:  The 
Story  of  Japanese  Prints,  asks  'Can  a  man's  art  be  founded  primarily  on  thefts  from  other 
artists?',  tnough  he  qualifies  the  imputation  by  allowing  that  'If  Harunobu  copied,  he 
copied  the  best'.  But  when  lie  goes  further  and  complains  that  Harunobu  'was  one  or  the 
least  original  of  the  Ukiyo-e  artists'  he  is  making  a  more  general  accusation,  and  not 
thinking  of  Harunobu's  habit  of  plagiarizing  merely.  It  is  almost  a  modern  requirement 
that  an  artist  must  go  at  least  one  step  beyond  the  established  frontiers :  the  one  quality 
above  all  necessary  for  recognition  is  novelty,  newness,  departure  from  the  pre-existing. 
But  is  originality  everything  ？  So  often,  in  the  rush  to  be  first  at  some  supposed  aesthetic 
tldorado,  whole  realms  of  art  can  be  by-passed  and  left  undeveloped.  Exploitation  and 
fulfilment  of  areas  not  yet  wholly  worked  out  have  often  led  to  artistry  of  exquisite  refine- 
ment and  sophistication,  to  mastery  without  the  stress  and  tension  that  so  often  accompany 
the  struggle  for  new  territory.  Such  art  is  easy  to  enjoy,  it  is  beguiline-.  even  relaxing :  and 
these  are  just  the  qualities  we  enjoy  in  such  artists  as  Terborch,  Boucher,  and  Harunobu. 

Although  Harunobu  was  only  given  a  brief  six  years  from  the  introduction  of  full  colour- 
printing  until  his  death,  his  work  during  the  period  shows  a  surprisingly  evident  evolu- 
tion, from  the  affecting,  but  often  tentative,  handling  of  the  1765  calendars  to  the  masterly 
assurance  of  the  'Eight  Parlour  Views',  to  a level  plateau  of  varied  achievement  in  the 
1 767-9  period,  and  to  the  decline  in  his  last  year.  In  the  central  years  of  this  time  of  intense 
activity  he  is  not  only  most  prolific  but  produces  many  of  the  prints  by  which  he  is  best 
known  and  judged.  It  is  not  merely  the  accomplishment  of  the  drawing,  it  is  the  light- 
hearted  poesy  of  the  motives,  the  prevailing  mood  of  dalliance,  the  round  of  cultured 
pleasures,  the  enjoyment  of  the  blossom,  the  moon,  the  perfume  of  the  evening,  the 
piquant  transposition  of  old  and  hallowed  themes  into  the  idiom  of  the  contemporary 
demi-monde.  Harunobu  peoples  this  carnival  world,  always  one  stas-e  away  from  reality, 
with  girls  and  youths.  Except  for  the  menials,  the  serving-  crones  and  domestic  drudges, 
Harunobu  always  presents  his  women  as  perennially,  universally,  youthful : not  merely 
young  in  years,  but  playful  and  childlike  ；  not  exactly  innocent  nor  unsophisticated,  but 
immature,  unpredictably  wayward,  rarely  serious,  never  solemn.  We  do  not  enquire  about 
their  minds  or  characters,  they  are  probably  shallow  and  fickle:  they  are  actino-  out  scenes 
every  bit  as  artificial  and  unrealistic  as  the  girls  and  youths  in  a  Fete  chai/ipetre  of  Watteau. 
In  this  air  of  unreality,  the  frail  willowy  bodies  and  the  ineffectual  wrists  and  hands  are 
easily  acceptable  ；  from  some  aspects  the  girls  are  no  more  than  the  framework,  like  the 
outline  in  the  Sukenobu-style  nishiki-e  book  referred  to  above,  on  which  to  pin  the  lovely 
patchwork  of  colour.  The  figures  move  to  a  rhythm  dictated  not  by  the  logic  of  the 
momentary  happening  in  which  they  are  engaged  but  by  the  artist's  sense  of  pattern  and 
of  graceful  composition,  as  well  as  by  the  colour.  For  in  the  best  of  Harunobu's  prints 
there  is  a  double  rhythm :  the  one  of  the  dancing  limbs  and  flowing  draperies,  often  against 
the  foil  of  rigidly  straight  structural  features  ；  the  other  of  harmonious  colours  which 
underscore  the  movement  of  the  figures  and  accentuate  the  counterpoint  of  the  setting  in 
house  or  garden,  by  river  or  sea. 
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102  Girl  Holding  up  a  Puppet 

102 人形遣い （二 枚 続き 右 か） 


But  it  is  wrong  to  imagine  that  the  hundred  or  so  prints  and  the  dozen  picture-books 
exhibited,  choice  though  they  may  be,  are  representative  of  the  whole  range  of  Harunobu's 
art.  Because  of  the  obvious  problems  of  public  exhibition,  erotic  prints,  which  constitute 
a  considerable  proportion  of  Harunobu's  output,  are  entirely  lacking,  except  for  the 
relatively  inoffensive  'cover-sheet'  type,  one  or  two  of  which  were  included  in  most  erotic 
books  (e.g.  N0S.57  and  158).  It  is  a  pity  that  the  shunga  are  not  better  known,  since  they 
help  to  correct  the  impression  given  by  other  prints  of  an  artist  with  a  Nabokovian  fixation 
for  nymphets,  endlessly  portraying  fruitless  coquetry  and  dalliance.  Because  of  the  artist's 
tendency  to  depict  the  eternally  young,  we  are  shocked  sometimes  by  what  seem  like  the 
antics  of  sexually  precocious  children,  and  we  are  more  reminded  of  the  hilarious  promis- 
cuity of  Candy  than  serious  love-making  ；  but  in  these  prints  Harunobu  shows  that  he 
lacks  none  of  the  witty  lubricity  of  Ukiyo-e  forerunners,  and  that  his  frailer  creatures  can, 
in  one  respect  at  least,  compete  with  the  healthy  animalism  of  Sukenobu's  and  Settei's 
more  robust  types. 

If  there  was  ever  any  truth  in  the  notion  that  shunga,  'spring  pictures',  had  the  instructional 
intent  of  a  sex-manual,  to  be  hidden  under  the  bride's  pillow  on  her  wedding-night, 
Harunobu,  in  print  and  album,  e-aily  explodes  any  such  solemn  idea.  Like  Deveria  or 
Rops,  he  has  no  more  serious  purpose  than  to  amuse  and  titillate,  and  a  few  of  his  shunga 
are  irresistibly  funny.  Best  known,  probably,  are  the  series  entitled  Mam  em  on  in  which, 
through  two  volumes,  a  homunculus  contrives  to  be  present  and  to  play  the  mischievous 
voyeur  at  a  series  of  essentially  private  episodes  between  girls  and  their  lovers.  Another 
pair  of  separately-issued  pictures  gives  the  tone  of  Harunobu's  erotica.  In  the  one,  for 
general  consumption,  a  couple  at  an  open  window  are  in  a  somewhat  compromising  situa- 
tion, but  decently  clothed,  and  another  girl,  outside  in  the  snow,  from  a  corner  of  the 
house  takes  aim  at  the  couple  with  a  snowball.  In  the  other,  for  more  private  viewing, 
minimum  changes  have  been  made  in  the  blocks  but  they  are  sufficient  to  show  that 
passion  has  got  the  better  of  the  lovers,  the  man  has  become  very  much  the  exhibitionist, 
and  now  the  markswoman  outside,  still  taking  careful  aim  with  her  snowball,  seems  intent 
on  cooling  his  ardour.  Both  are  extremely  beautiful  prints,  but  they  have  to  be  seen 
together  for  the  full  force  of  Harunobu's  naughtiness  to  be  appreciated. 

To  1769  belong  tne  majority  of  the  prints  devoted  to  the  two  'rave'  beauties  of  the  Edo  of 
the  time,  Osen  and  Oiuji.  Osen,  the  waitress  at  the  tea-house  at  the  Kasamori  Shrine,  and 
Ofuji,  who  tended  her  father's  cosmetic  shop  in  the  Kannon  Temple  grounds  at  Asakusa, 
were  renowned  for  their  looks,  and  pictures  of  them  must  have  been  in  constant  demand, 
judging  by  the  number  of  prints  -  over  twenty  -  that  Harunobu  alone  made  of  them 
(N0S.88  and  127-9).  The  little  book  that  has  already  been  quoted  above,  the  Ame-uri  Dohei 
Den  (No.  149)  came  out  in  1769,  with  illustrations  of  the  two  girls  by  Harunobu,  and  an. 
amusing  'Comparative  Study  of  Osen  and  Otuji'  by  Shoku-san)in,  one  of  the  chief  pur- 
veyors of  light  literature  at  the  time. 

The  book  and  the  prints  help  to  provide  another  firm  date  in  Harunobu's  career,  and 
already,  by  this  time,  it  is  impossible  not  to  notice  the  beginning  of  a  decline  in  his  art, 
not  only  in  the  laxer  draughtsmanship  and  the  tendency  for  compositions  to  be  uncon- 
vincing and  backgrounds  cluttered,  but  in  the  subtler  change  in  the  mien  and  appeal  of  his 
girls  and  youths.  Perhaps  the  girls  are  less  winsome  because  of  a less  gracious  motion, 
but  the  change  can  be  felt  by  comparing,  say,  the  lively  voung  housewife  caught  in  the  rain 
as  she  goes  to  the  washing  line  (No. 7)  and  the  rather  wan  and  vapid  girls  in  No. 105  ；  and 
even  more  appositely,  by  setting  side-by-side  the  two  prints  with  roughly  the  same  subject- 
matter,  N0S.34  and  1 20,  in  which  the  loss  of  some  of  the  magic  in  the  colour-printing  itself 
can  also  be  felt.  As  the  years  progressed,  a  change  had  taken  place  in  the  art  of  the  colour- 


17 


printers.  The  experimentalism,  the  search  for  the  untried  colour,  noticeable  in  the  first 
year  of  full  colour-printing,  gave  way,  as  might  have  been  expected,  to  an  acceptance  of 
more  stable,  less  unpredictable  colours  ；  and  although  the  later  prints  are,  if  anything,  less 
imperfect  technically,  they  have  lost  a  precious  and  never-to-be-repeated  quality,  the  rare 
hues  of  the  dawn  have  given  way  to  the  commonplace  light  of  day. 

One  senses,  without  knowing,  that  pressures  were  beginning  to  build  up  in  the  late  sixties, 
and  that  the  artist  may  even  have  suffered  ill-health.  By  1769,  after  having  been  the  un- 
challenged arbiter  of  style  in  Ukiyo-e  since  1765,  he  was  beginning  to  face  competition. 
Both  Ippitsusai  Bunch5  and  Katsukawa  Shunsho  were  capable  of  disputing  his  supremacy. 
True,  their  work  was  mainly  in  the  Kabuki  print  field,  but  in  that  field  they  were  pre- 
eminent, and  both  occasionally  turned  aside  from  the  theatre  to  make  genre  prints  not 
dissimilar  in  appeal  from  Harunobu's.  Contemporaries  like  Kitao  Shigemasa  and  Isoda 
Koryusai  were  beginning  to  show  signs  of  an  individuality  in  their  prints  that  may  have 
made  Harunobu  at  least  consider  the  possibility  of  having  to  look  to  his  laurels,  and 
perhaps  in  the  consequent  straining  to  maintain  a  high  or  even  an  increased  output  one 
may  see  one  of  the  causes  of  the  partial  drying  up  of  inspiration. 

As  we  move  into  the  last  year  of  Harunobu's  working  career,  it  is  necessary  to  turn  to 
another  important  matter :  the  ascription  of  unsigned  prints  to  him,  and  the  forgery  of  his 
signature  on  prints  not  by  him.  Another  exhiDition,  as  large  as  the  present,  would  be 
needed  properly  to  illustrate  the  complexities  of  these  problems,  and  it  would  have  to 
include  signed  specimens  of  the  work  of  a  number  of  pupils  and  followers,  Harushige 
(Shiba  Kokan),  Komatsuken  Hyakki,  Komai  Yosnmobu,  and  Koryusai  (whose  bird-and- 
flower  prints  are  often  wrongly  given  to  Harunobu).  In  this  exhibition,  a  few  'doubtful' 
prints  have  purposely  been  admitted  simply  to  acknowledge  the  problems  that  exist  and 
the  difficulties  of  solving  them:  the  purists  would  have  excluded  Nos.17  and  1 56-41,  and 
convincingly  argued  that  there  would  have  been  no  loss  to  Harunobu's  reputation  -  per- 
haps the  reverse. 

Signatures  are  often  lacking  from  the  prints  of  1765 /6，  especially  e-poyomi  commissioned  by 
the  dilettanti  whose  own  seals  alone  quite  often  appear,  and  who  may  have  objected  to  the 
artist's  name  appearing.  In  some  instances,  such  prints  were  re-issued  later  with  the 
calendric  symbols  removed  and  the  name  of  Harunobu  inserted.  The  absence  of  a  signature 
can  also  be  accounted  for  by  the  fact  that  sets  of  prints  were  sometimes  issued  in  wrappers 
(like  the  'Eight  Parlour  Views',  see  No, 24)  and  the  name  of  the  artist  printed  there,  rather 
than  on  the  prints  themselves.  But  other  artists  than  Harunobu  were  engaged  to  design 
e-goyomi,  and  several  seem,  like  Harunobu,  to  have  followed  tairly  closely  the  style  of 
Sukenobu,  which  was  enjoying  a  revival  in  the  sixties.  There  are  calendar  prints  extant 
without  signature  which  are  almost  certainly  by  artists  other  than  Harunobu,  gifted 
amateurs  some  of  them  (Kyosen,  for  instance,  was  a  quite  competent  artist),  but  they  are 
persistently  ascribed  to  Harunobu  for  no  better  reasons  than  that  they  are  of  his  period 
and  are  in  the  same  medium  as  his  productions.  Once  a  print  acquired  the  name  of  Haru- 
nobu, there  have  been  all  sorts  of  vested  interests  at  work  -  those  of  collectors  and  dealers 
above  all - to  perpetuate  the  unjustitied  ascription. 

The  case  of  Shiba  Kokan,  the  self-confessed  forger,  needs  to  be  dealt  with  a little  more 
fully.  Kokan  is  best  known,  under  that  name,  as  an  early  student  of  Western  science  and 
art,  and  the  author  of  some  remarkable  books  of  an  astronomical  and  scientific  nature, 
with  texts  often  translated  in  part  from  the  Dutch,  and  illustrations  transcribed  from 
European  models.  His  memoirs,  Shmnpard  hikki,  were  written  in  181 1  (though  not  pub- 
lished until  1892).  In  181 1  he  was  an  old  man,  and  the  events  he  describes  occurred  some 
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forty  years  earlier.  The  crucial  section  dealing  with  his  forgery  of  Harunobu's  signature  is 

translated  by  Waley^  as  follows : 

'At  that  time,  there  was  a  painter  of  the  Popular  School  called  Suzuki  Harunobu,  who 
excelled  in  illustrating  the  female  modes  and  manners  of  his  day.  He  died  suddenly, 
when  he  was  not  much  over  forty.  I  made  imitations  of  his  work  and  engraved  them  on 
wood-blocks.  No  one  knew  that  these  prints  were  by  me  and  not  by  Harunobu  ；  indeed, 
I  was  actually  supposed  to  be  Harunobu.  It  seemed  to  me  that  I  was  behaving  with 
disloyalty  to  his  memory  [and  I  stopped]. 

Next  I  did  what  are  called  Spring  Pictures  colouring  them  in  the  style  of  the  Chinese 
painters  Ch'iu  Ying  and  Chou  Ch'en.' 

This  last  sentence  is  translated  differently  by  O'Brien  Sexton  :io  'So  I  took  the  name  of 
Harushige  and  painted  the  beauties  of  our  own  country  after  the  Chinese  methods  of 
Kuyei  and  Shushin'  (the  Japanese  renderings  of  the  Chinese  names  given  in  Waley's  text). 

These  differing  translations  have  posed  the  question:  did  Shiba  Kokan  use  the  name 
Harushige,  or  were  they  two  separate  artists  ？  Arthur  Waley's  version  of  the  passage  given 
above  would  eliminate  the  only  link,  apart  from  that  of  style,  between  Kokan  and  Haru- 
shige. He  maintained^!  that  the  'Harushige'  in  the  Sexton  version  was  a  misreading  from 
the  MS.  of  'Spring  Pictures'  {shunga),  the  first  character,  shun  or  haru,  being  the  same  for 
each,  and  the  skige,  written  in  cursive  style,  easily  confused  with か； 12  but  even  if  we  accept 
that  interpretation  (and  among  modem  commentators  only  Waterhouse  has  subscribed  to 
it:  other  writers,  and  most  significantly,  the  Japanese,  continue  to  accept  that  Kokan  did 
take  the  name  Hamshiffe),  we  are  still  left  with  a  strong  stylistic  resemblance  between  the 
prints  which  we  believe  to  be  falsely  signed  Harunobu  (e.g.  No.  140)  and  those  signed 
Harushige,  and  also  an  undeniable  similarity  in  the  tlaru  part  of  the  two  signatures,  on 
such  prints.  The  twenty  or  so  prints  signed  Harushige  prove  him  to  be  a  quite  gifted 
follower  of  Harunobu  though  one  feels  his  prints  suffer  from  being  based  upon  Haru- 
nobu's later,  1769/70,  works.  Although  they  certainly  have  much  in  common  stylistically 
with  those  prints  which  bear  what  is  generally  accepted  as  a  false  Harunobu  signature,  a 
similar  close  relationship  can  sometimes  be  found  between  the  prints  of  two  pupils  of  the 
same  master.  The  exaggerated  Western-style  perspective  which  occurs  in  details  of  a 
number  of  the  falsely-signed  Harunobu  prints  (for  instance,  the  fence  in  No.  140),  and 
which  links  such  prints  with  Kokan  because  of  his  known  interest  in  Western  practice,  is 
not  a  particularly  marked  feature  of  prints  signed  Harushige.  The  issue,  it  seems,  could 
only  be  settled  beyond  doubt  by  Kokan's  original  MS. 

Komai  Yoshinobu  is  another  artist  whose  prints  come  quite  close  to  the  later  prints  of 
Harunobu,  and  he  is  also  known  by  a  very  small  number  of  prints.  Both  Harushige  and 
Yoshinobu  show  a level  standard  of  professionalism  that  makes  the  restricted  output  of 
each,  represented  by  their  signed  works,  difficult  to  explain :  it  is  conceivable,  and  it  would 
be  in  accordance  with  practice  in  tne  Ukiyo-e  school,  that  they  or  other  pupils  collaborated 
with  the  master  Harunobu  in,  say,  the  last  year  of  his  life,  and  that  at  times  he  did  no  more 
than  put  his  signature  to  a  design  prepared  by  a  pupil.  Such  a  collaboration  would  provide 
an  explanation,  for  instance,  of  the  widely  different  character  of  late  prints  under  the  same 
title,  the  'Popular  Beauties  and  Flowers'  (Nos.  129-31),  some  of  which  are  given  to 

9  Arthur  Waley.  'Shiba  Kokan  (1757—1818)，,  Ostasiatische  Zeitschrift  (March/April  1929). 

10  J.  J.  O'Brien  Sexton. 'Notes  on  Suzuki  Harunobu  and  some  others.'  Transactions  and  Proceedings  of  the  ]at>an  Society. 
London,  Vol.xvii  (London  1920). 

11 Arthur  Waley.  'Shiba  Kokan  and  Harushige  not  identical'.  The  Burlington  Magcsjne,  VoI.lii,  No.ccci  (April  1928). 

12  The  word  is  given  as  shunga  in  a  quotation  from  Kokan's  diary  which  appeared  in  the  Umiyo  Hennensht  in  1889, 
several  years  before  the  first  full  publication  of  the  diary  in  Hyakka  Setsurin,  in  1892,  in  wnich  the  word  is  changed  to 
Harushige;  and  presumably  the  original  MS.  no  longer  exists. 
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Hamnobu  in  the  A.I.C.  Harmobu,  whereas  another  is  ascribed  to  Harushige.  And  it  would 
be  understandable  that  unsigned  prints  of  artists  working  thus  close  to  Hamnobu  might 
easily  pass  for  the  master's  (e.g.  No.  137). 

Another  case  where  collaboration  may  be  suspected  is  the  colour-printed  ebon  Ham  no 
Nishiki  (published  posthumously  in  1771)  (No.  15 1).  This  is  an  enchanting  book,  but  a  few 
of  the  prints  have  a  decidedly  'foreign'  look,  and  one  can  well  imagine  that,  although 
probably  begun  by  Hamnobu,  a  pupil,  possibly  Yoshinobu,  was  called  on  to  complete  the 
work  after  the  master's  death. 

Apart  from  erotic  books,  of  which  there  was  a  steady  flow,  Hamnobu  designed  picture- 
books  which,  printed  in  ink  only,  appeared  each  year  from  1763,  and  a  representative 
selection  is  exhibited,  and  described  in  Nos.142  to  149.  In  1770,  the  fine  five-volume 
Yoshiwara  Bijin  Aivase  (No.i  50)  was  published,  and  although  this  contains  no  less  than  166 
figure-prints  in  full  colour,  they  appear  to  be  Harunobu's  own  unassisted  work,  and  con- 
stitute a  positive  tour-de-jorce  at  this  late  period  in  his  career,  though  the  total  effect  of  so 
many  sweet  little  courtesans  is  apt  to  be  a little  cloying. 

In  this  brief  sketch  of  the  development  and  decline  of  Harunobu's  art,  no  word  has  been 
said  about  original  paintings  or  drawings.  Not  more  than  about  a  dozen  paintings  are 
recorded  in  reproduction,  and  by-and-large  they  are  not  an  impressive  body  of  works, 
several  being  based  upon  colour-prints  (if  the  colour-prints  are  not  based  upon  them\  and 
none  of  them  showing  any  great  command  of  the  medium.  One  drawing  with  a  Hamnobu 
signature  exists,!^  but  the  style  of  the  drawing  and  the  signature  are  exactly  in  line  with  the 
style  and  signature  of  prints  accepted  as  by  Shiba  Kokan.  In  short,  in  attempting  to  sum- 
marize Harunobu's  achievement  as  an  artist,  we  have  to  deal  with  a  body  of  works  almost 
wholly,  for  all  practical  purposes,  in  a  reproductive  medium  in  print  and  picture-book 
form.  Simply  on  account  of  that,  and  of  his  plagiarism,  are  we  to  fall  back  upon  some  non- 
committal and  ambivalent  conclusion  such  as  'He  was  a  minor  artist  who  designed  some 
great  prints'  ？  An  artist  who  was  the  public's  undisputed  favourite  for  six  years,  whose 
name  was  a  byword  for  the  dazzling  nishiki-e,  and  who  imposed  his  style  so  completely  on 
all  other  Ukiyo-e  print  designers  of  the  period  that  even  great  veterans  like  Toyonobu  and 
Kiyomitsu  -  whom  Harunobu  had  followed  earlier  一  now  accepted  his  lead:  such  an 
artist  must  be  ranked  as  one  of  the  half-dozen  major  figures  of  Ukiyo-e.  Utamaro  and 
Sharaku,  though  similarly  judged  almost  entirely  on  colour-prints  from  their  designs,  are 
accepted  as  artists  of  world  stature :  it  is  a  nice  point  whether  Harunobu  too  can  be 
measured  in  international  terms,  or  simply  within  the  orbit  of  Ukiyo-e  and  the  medium  of 
the  colour-print. 

It  is  perhaps  unnecessarily  calculating  to  have  to  find  justification  for  the  artist  of  the 
lovely  and  captivating  prints  exhibited  here,  and  the  hundreds  more  for  which  no  room 
could  be  found.  After  all  is  said,  the  best  of  them  have  the  grace  which  the  Goncourts 
attributed  to  Watteau :  that  is  Vrace  itself.  It  is  that  indefinable  touch  that  bestows  upon 
women  a  charm,  a  coquetry,  a  beauty  that  is  beyond  mere  physical  beauty  ...  a  grace  that 
pulsates  in  accordance  with  a  rhythm,  that  its  balanced  progress  is  a  dance  drawn  onwards 
by  some  homophony.'  Harunobu's  girls,  too,  move  to  music,  and  the  colour  is  the  music 
made  visible. 

It  is  often  complained,  though  it  is  not  obvious  why,  that  it  is  meaningless  to  compare 
Eastern  and  Western  artists,  but  in  trying  to  estimate  Harunobu's  place  in  Japanese  art, 
and  in  world  art,  one  is  bound  ultimately  to  find  analogies  to  the  artists  of  France  in  the 

13  Reproduced  Franz  Winzinger.  'tmc  unbekannte  Zeichnung  des  Suzuki  Harunobu.'  Pantheon,  xxvii/4  (Munchen 
1969). 
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1 8th  century.  Is  it  too  wildly  far-fetched  to  see  in  Watteau's  'L'indifFerent'  the  exquisite 
wakashu  or  fop  of  any  number  of  Harunobu's  prints,  or  in  Harunobu's  frequent  'Love 
letter'  scenes  of  courtesan  and  youth  a  counterpart  to  Fragonard's  near-contemporary 
painting  in  the  Frick  Gallery  of  just  that  title  and  exactly  their  sentiment  ？  There  is  the 
same  ineffable  artificiality  in  both  worlds,  Edo  and  Paris :  alike  they  concern  themselves 
with  the  beauty  and  follies  of  youth,  tricked  out  in  the  loveliest  and  most  extravagant 
clothes  devised  by  man.  And  even  if,  ultimately,  Harunobu  relies  on  his  collaborators, 
the  block-cutters  and  printers,  there  was  that  telepathic  communication  between  him  and 
them  that  nothing  of  the  artist's  original  inspiration  was  lost :  if  anything,  they  augmented 
its  effect  with  their  inspired  interpretation,  there  was  a  complicity  of  the  medium  with  the 
artist  in  underlining  an  innuendo,  accentuating  the  clandestine,  and  heightening  the 
charms  of  the  young  girl. 

There  has  been  some  speculation  as  to  what  Harunobu  might  have  accomplished  had  he 
lived  longer,  but  it  has  to  be  admitted  that  the  signs  are  that  there  might  have  been  a 
disappointing  repetitiveness,  a  jejune  and  uninspiring  coda.  It  has  been  noted  before  that 
artists  who  deal  in  his  sort  of  enchantment  lack  stamina  -  the  wells  of  their  kind  of  magic 
are  too  soon  exhausted.  But  despite  that,  the  brevity  of  his  spell  of  creativity,  coupled  with 
the  youthful  quality  in  the  works  that  remain,  leads  us,  even  though  he  was  over  40  at  the 
time  of  his  death,  to  compare  him  mentally  with  those  geniuses  that  died  young  一  Mozart, 
or  Keats,  or  Beardesley  -  and  whose  poetry  and  artistry  seem  the  more  poignant  for  mat 
too  early  fulfilment. 


鈴 木 春 信の 版画 


或る 種の 芸術家で は， その 名声が， 友人 関係 や 戦争， 旅 や 病と 云った 様な 偶然が 関連して 成立った と 思わ 
れる 事が 間々 ある。 これ を 春 信に ついて 云う と， 多色 摺に 於け る 一大 変革との 関連になる。 仮り に 錦絵 摺 

が， 春 信の 死に 至る 明 和 7 年 （1770) 迄， 明 和 2 年 （1765) 当時と 同様， 稀れ にし か 行なわれないで 居た とし 
たなら ば， 今日 春 信 を i8 世紀で は 最も 名立たる 絵師の 一人と して 賞 讚す る 様な 事に なって いたか どうか は 疑 
問で ある。 それ を 抜きに しても， 春 信の 絵師と しての 名声 は， 相当のと ころ 迄 達して いたか もしれ ない。 た 
とえば， 宝 暦から 明 和に かけて 春 信の 画風が 近似して いた 清満 程度の 名 は 成した だろうと 思われる。 力、 春 
信の 画風が 同時代の 浮世 絵師 全般 を 風靡し， 以後 洋の東西を問わず， 浮世絵 蒐集 家 や 研究家の ほとんど すべ 
てから 賛辞 を 浴びる， という 事に は 成 来たった であろう 力ん これまでに， 春 信 ほど 美辞 称 讚され る 絵師 は少 
ない。 しかし， それ 以前に も 春 信に 匹敵す る 「生と 恋の 青春 像」 を 描き 上げた 絵師 達が ある。 祐信， 政 信， 
豊信， 清満等 は， 春 信より は， 今 ひとつ 血肉の 勝った ものである とはいえ， 既に 繊細 優美な 少女 像 を 描きお 
うせて いる。 しかるに 春 信が 恵まれて いたの は， これらの 先輩 絵師の 蒙らなかった 特典 —— 新 考案になる， 
従来の 方式より 複雑 化された 多色 措 —— であって， これが 春 信の 絵に， 先輩 達の 技巧が 醸し出し 得なかった 
何物 か を 加えた ので ある。 

この 新 方式の 多色 摺が， 春 信に とって どの 様な 意味 を 持って いたか は， その 作品の 内に はっきりと 伺われ 
る。 明 和 元年 （1764) に 刊行され た 「縫 本 花 葛蘿」 は墨摺 であるが， ここに 含まれた 意匠に は， 我々 が 典型的 

はな かつ ら 

春 信 だと 見なす 特質に ほぼ 近い 優美な 線， 若々 しい 青春の 新鮮さ， 平凡な 日常生活に とって 換わる 夢幻 郷， 
といった もの を 示す 挿絵が 幾多 あり， 事実 春 信 は これら を そのまま， もしくは 部分的に， 後日の 錦絵に 使つ 
ている。 しかし， 春 信の 名 は， この 絵本の みで は 到底 築かれ 得た もので はない。 この種の 絵本の 大家で ある 
西川祐 信の 作品 は 勿論の こと， 政 信 や 雪 鼎の 絵本に 匹敵す る もので もなかろう。 春 信が， 新しく あみ 出され 
た 錦絵 揺に どれ 程 恩恵 を 蒙つ たかは， この 「繪本 花 葛蘿」 と， その 翌年に 描いた 錦絵との 相異を 比較して 確 
然とす る。 逆に， この 錦絵 措が 春 信から 蒙む つた 点 はどう かとい うと， そう 簡単に はいい 切れない ものが あ 

る 0 

さて， この 新 考案の 多色 摺の 試用に は， 春 信に 限った 事な く 他の 絵師が 選ばれても 良かった 訳で， 事実， 
当時の 絵師が 多数 この 製作 方式に よった 最初の 例で ある 絵 暦 を 描いて いる。 春 信が 秀ぃ 出た 点 は， この 製作 
方式 を 天才 的に うまく 利用した ところに あるので， これまで 埋れ ていた 才能が， この 多色 摺の 製作 技術面の 
発展と 共に 開花して 行った ので ある。 春 信が 自己の 優美な 画風 を 成熟 させ 確立した に 時 を 同じく して， この 
優美な 色彩と 完璧な 技術 を 持つ 版画 製作 方式の 成就が 合致した というの は， 人間の 成した ところと いうよ り 
も， 天の 持たら した 回り 合せと でもい いたい。 

勿論 人間と 云う 要素が そこに 欠けて いたので はない。 力';， それ を 穿鑿 せんとして， 美術史 家 や 研究家 は 当 
惑して しまう。 時折 当時の 書物の 端緒から 何 かが 明るみに 出て くる 事 は あるが， 春 信の 経歴 は， 浮世 絵師の 
多くと 同様， 未だ 漠然とし ている。 春 信の 生涯 は， 雑記 的な 書き物に 偶然 書き留められ ていた 事 や 自称 偽作 
者の 回顧録， 思いがけなく 発見され た 過去帳と いった ものから， 一片 一片 を 緩り 合わされねば ならない。 コ 
ント • ド' ゲイ リュの 「ワトーの 生涯」 の ごとく， 著者が 画家 を 親しく 知って おり， その 生涯 を 詳細に 記録 
したと いうよう な， 継続 性， 信頼性 を もって 頼れる 記録 は 春 信の 場合 皆無で あり， いつ， どこで 春 信が 生ま 
れた かも はっきりし ていない 次第で ある。 偽作 者， と 前述して おいた 司 馬 江漢の 回顧録， 「春 波樓 筆記」 に 

よると， 春 信 は 「四十 餘 にして， 俄に 病死し ぬ」 と あり， 歿 年が 明 和 7 年 （1770) と 確認され ている ので， 
生年 は 通常 享保 10 年 （1725) から 15 年 （1730) の 間に 置 く 慣 しで ある。 浮世 絵師の 伝記 を 短 くまと めた 「本朝 
浮世 糟畫 人傳」 に は 行年 46 歳と あるが， その 根拠 は 挙げられ ていない。 また， 春 信 は， 出生 この 方 終始 江戸 
に 住んだ と 一時 は 考えられ ていたが， 近年 林 美 一氏の 研究で は， 若年の 頃 京都に 住んで いた こと もあった と 
思われる。 

芸術家の 早期の 作風に， 最も 強い 影響 を 与える のが その 師 であるの はいう まで もない が， 殊に 日本の 場合， 
門下に ある 者 は その 派の 教義 作風に 忠実に 従う こと を 要求され るので， これが 著しい。 しかるに， 春 信の 場 
合， 正に この 点の， 誰から g 初の 手解き を 受けた かに 疑問と 論争が 起って くる。 「浮世 糟 類考」 は， 概略 的 
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で 誤謬の 多い なが ら も ， 従来 浮世 絵師の 伝記 を 知る 上の 源と なって きた。 • それに' る と ， 春 信 は 西 村 重 長の 
門下と されて いる。 恐らく これ は， 春 信が 重 長の 「繪本 江戸 土産」 の illffi 版に 挿絵 を 描いた ところから， 可 
能 性 あり， としてい い 始められた ものではないだろう 力 、。しかるに， 「給' 本 江戸 土産」 の 初版が 刊行され たの 
は 宝 暦 3 年 （1753) であって， 春 信が 増補した 「給 本續 江戸 土産」 は， 明 和 2 年 （1765) の 前者の? 5 版に 広告が 
掲載され てはいる が， 実際に は 明 和 5 年 （1768) まで 刊行され ていない。 明 和 2 年の 春 信 は， 当時の 浮世 絵師 
の 中で は 新鋭で あ り， 重 長と 以前 関連が あつたか 否か は 別にしても， この 絵本の ように 良く 知れ渡った 地誌 
の 続編 を 描く に は 適当な 絵師であった といえる。 重 長が 歿した の は 宝 暦 6 年 （1756) で， 明らかに 初期 絵の 画 
風 を 持つ 絵師で ある。 早期の 春 信の 紅 措 絵に， 重 長の 漆絵 1 で 15 年から 20 年 前に 描かれた ものと 同 主題 を 
扱った 「官女 玉虫」2 が あるが， 両者に 見られる 相似 性 は， 単に 同じ 題材 を 扱った ところから くる 偶然の 一致 
であろう 力、 または 春 信の 剽窃の 早い 例であろう 力、。 全般的に 見て， 春 信の 作品に 重 長の 影響 は 強く 頭れ て 
いないが， 「續 江戸 土産」 の 場合 は 例外で， 重 長の ものの 続編 を 描く という 制約の 下に， 春 信 自身の 画風と 
は異 つた 作画 をした と 思われる。 「浮世 繪 類考」 に 記して ある 以外に は， 春 信と 重 長 を 師弟 関係に 結び付け 
ようとす る 計 はない と 思われる。 

林 美 一3 氏 は その 研究お よ び 西 川 家の 過去帳の 発見で， 春 信の 殁 したの が 明 和 7 年 （1770)  6 月 14 日， 戒名が 
「法 性眞覺 居士」 なること を 明らかにせられ たが， これ は， 春 信の 作品 自体が 既に 蔵して いる 性格， すな わ 
ち， 春 信が 祐 信の 画風の 追随 者で あると いう 点 を ある 程度 裏付けす る 助けと なりうる。 しかし， 春 信 を 西 川 
家の 一員と みなす の は， 年長 じて 養子に 迎えられた， という ことで もなければ 難 かしい し， また， 祐 信の 直 
接の 弟子であった というの も， 簡単に はいい 切れない。 祐信は 宝 暦 元年 （I75I) に歹 i してお り， 春 信の 最も 早 
い 作品で も， 宝 暦 10 年 （1760) を 余り 遡る もので はなく， 消失した 作品の 可能性 を 考えに 入れても， 修学 期と 
処女作 期との 時間 的隔 りが 説明 出来ない。 また， たとえ 祐信 直下で なくと も， 祐尹か 他の 門人に 付いて 学び 
育った 者が， 早期の 作品に 少しも その 門 風 を 示さない というの は 考えられな いこと である。 しかるに， 春 信 
早期の 作品に は， 祐 信との 関連性 を 示す ものが 見当らない。 この 期の 役者 絵 や 柱 絵 （目録 1,2 図） は， 当時 
鳥居 派の 名人 清満の 作品に 余程 近く， ここから は， 春 信が 早期 作品 を 描く 以前に 師事した のが， 西 川 派で あ 
ると は ほとんど 考えられず， また， 鳥居 派に 正式に 師事した のでない とするならば 一 事実， 鳥居 派の 画風 
は 春 信 早期の 作品 を 除いて は， その 影 を 残して いない —— 結局， 春 信 は 初め 自得 修学し， 役者 絵の 分野で 売 
り 出さねば ならぬ 羽目から， 淸満の 画風 を 模倣した， . という 不充分な 結論に 戻って しま うこと になる。 

春 信 早期の 作品と して 知られて いるもの は， ほとんどが 紅摺の 役者 絵で あり， その内 少く とも 4 点 は， 宝 
暦 10 年 （1760)  4 月から 6 月の 間に 市 村 座で 上演され た 芝居に 取材して いる。 そのお のおのに 記された 鈴 木と 
いう 版元 ほ， ここ 以外に は 見られない 版元で， 勿論， 鈴 木と いう 姓 は 珍ら しい もので はない が， 春 信の 絵師 
としての 素姓が 定かで ない ことから して， その 家族 関係 を 版元， 出版業の 中に 求め， 家で ある 版元が， 他と 
競争す るた めに 春 信 早期の 役者 絵 を 出した， という 可能性 を 考えて 見る の は 如何であろう 力 

それ は 兎も角， 早期 は 春 信の 過渡的 期間であって， その後 程なく して， 理想の 師と仰げる 者 を 求め 始める。 
宝 暦 10 年 （1760) 後 間もなく， 春 信 は 自分の 内に ある 創作 意識に 引かれて， 他の 画風の 浮世 絵師の 間に， . 共 
鳴 出来る 親近感 を 見出して いったに 違いない。 そこに は 奥 村 政 信と 石川豊 信が おり， 両者と も 手 彩色 版画 か 
ら紅摺 絵に いたった 大家であった。 また， 少々 目立たない ところで， 亜流の 川 又 派の 絵師 達， 殊に 常 正, が 
あった。. しかし， それに も 優って， 技 摘 の 熟して 来た 春 信が 良師と して H を 転じた の は， 祐 信であった。 祐 
尹の 歿した 宝 暦 8 年 （1758) 以後， 衰微 していた 西 川 門に は 所属 していなくても， 彼の 上方の 巨匠が 享保 以来 
推き，. その 死後 も 再版 を 重ねていた 絵本 類 は， 数多 春 信の 周辺に 存在し， 事実 彼が この 絵本 類 を 熟知して い 
たこと は， そこから 意匠 を ほとんど 変えずに そのまま 模敝 したり， 新しい 構図 を 作る 基礎に したな ど， 着想 
を 求めて 使用した 数々 の 例で 確証され る。 春 信の 絵師と しての 修学 歴は 未だ 漠然と している が， その 典型的 
な 画風 は， 祐信， 政 信， 豊信， 利 信， 川 又 派の 絵師， 清 広， 清満 といった， 初期 浮世絵の 大胆で 男性的な 作 
風 を 時代の 释過 と共に 柔らかな 画調に 変えた 絵師 達から， 優美な 要素 を 採って 昇華して 出来 上った と 思われ 
る。 そして， この 絵師 達の 内， 彼が 最も 恩恵 を 蒙った のが 祐 信であった といえる。 類が 類 を 呼ぶ とで もい う 
か， 祐 信と 春 信 は 共に 若い 女性に 対して 抑え 切れない 慕情 を 懐き， こう した 共鳴 感を 持って 対象 を 描いた と 
ころに， 日本 女性の 永遠の 理想 像と いう もの を 創り 上げた ので ある。 そして， 日本の 社会が 目紛 しく 変化し 
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た 今日で さえ， この 理想 像 は， 西欧 人の 間で は， 不思議な， 感傷的な 不合理 性 を もって， 紛れ もない 真実と 
して 心に 抱き 続けられて いるもの である。 

明 和 も 半ばに いたる と， 日本の 芸術に は 幸 先の 良い 時代の 風潮が 生まれる。 徳 川の 配下に 於て， 芸術が ど 
の 様な 繁栄 度 を 示す か は， その 時代 時代の 幕府の 方針と 気力に 懸 つてい る。 時の 老中 田 沼 意次 は， 弛緩 頹廃 
した 人物で， その 政権 中 は， 世情に 一種の 大様な 道楽 気分が 漂い， 芸術， 殊に 浮世絵 や 歌舞伎と いった 所謂 

庶民 芸術と されて いるものの 繁栄に は 良い 地盤 を 与える。 春 信が 挿絵 を 描いた 小冊， 明 和 6 年 （1769) 刊行の 
「賣飴 土 平 伝」 （149 図） の 一節 は， その 噴出す るよう な 修辞 誇張 を 差 引きに して さえ， この 時代 特有の 味と 
陽気 さ を， まるで ぎっしり 詰った 部屋から どっと 吹き出す 空気の ように 訴えて くる。 


年 


こ う した 軽 文学の 節々 が 浮世 絵師と 相俟って 浮び 上がらせ るの は， 抑制と 貪 困に 裏書き された 現実 はさて 
置いて， 享楽と 種々 の 活動に 芽生えた 大都市の 姿で あり， 豊富で あり 豪奢で さえ ある 世情， 芝居と 茶屋と 遊 
郭の 繁盛， 中産階級の 好事家が 芸事に 手 を 出して 詩歌 音曲の 会 を 作り， 色々 な 畑の 職人 を 後援す る， といつ 
た 数々 の 光景で ある。 

こ う した 好事家の 内から， 明 和 1〜2 年 （1764〜65) に 浮世絵 多色 摺の 技術 を 目覚しく 発展させる 煽動の 役 
割り をす る， といった よう な 者が 出て きた。 これ 力'、 大久 保甚四 郎正舒 で， 俳名 は 菊 簾 舎 巨 川， 旗本の 身分で， 
相当の 石高の ある 資産家であった。 巨 川の 人と 為り を 概略 せんとす る 試み は， 幾人 かの 研究家に よって 成さ 
れ たが， 臆測の 域 を 出て いない。 巨 川が 宝 暦 7 年 （1758), 自身の 句 を 含む 俳 書， 「世 諺 拾遺」 を 出した こと 
は 衆知のと ころで あるが， ここで 注目すべき は， その 挿絵が 政 信， 豊信を 含む 当時 一流の 絵師 達に よって 描 
かれ， 更に， 巨 川 自身の 描いた ものが 数 種 含まれ， その 画風 は 彼 自身が 祐 信の 追随 者なる こと を 示して いる 
点で ある。 また， 彼の 率る 巨 川 連の 同人の 内に は， 明 和 2〜3 年 （1765〜66) の 絵 暦に， 巨 川 同様， 「ェ」 とし 
て 名 を 見せて いる 者 達が ある。 ここから 推して， 多色 摺に 於け る 新 起点 を 画した 絵 暦の 制作が， 多く 春 信の 
手に 託される ようになった 由縁 は， 恐らく， 巨 川と 春 信が 共に 祐 信への 憧憬 を 分かち， 同人 仲間と して 親し 
んだ， という 両人の 結び付きから 説明が つくので はない かと 思われる ので ある。 （林 美 一氏 は， 春 信の 宝 暦 
13 年 （1763) 頃の 艷 本に 序文 を 書き， また， 絵 暦に も 秀作 をし/こ 小 松屋 百 亀 も， こうした 同人の 内に 数えて い 

しん 

る。） 

この 両者の 結び付いた 理由 は ともあれ， 明 和 2 年 （1765) の 絵 暦 制作に 当って， 他の 絵師に 優先して 選ばれ 
たのが 春 信で あり， この 絵 暦に 於て， 春 信が この 時まで は 形成し きってい なかった 独自の 画風 を 築き上げる 
—方， 他方で は 彫師， 摺師 側が 従来の 技法 を 多分に 進歩 させ， 新しく 錦絵と 命名され た 版画の 複雑な 製作 技 
術 を 完成す る， という 偶然の 一致が 起る。 絵 暦に 付いて は 後に 短 かく 述べたい が， 始めに ここで 以後の 浮世 
絵史に 重要な 怠 味 を 持つ， この 多色 摺の新 起点に 付いて 触れて 置きたい。 

日本に おいて 多色 摺が 行なわれ たの は， 明 和 2 年 （1765) が a 初で ない こと は， 勿論 衆知のと ころで ある。 

17 世紀に 例外的に 行なわれた 準 科学的 • 数学的な 書に 見られる 多色 措4 以外に， 本と 呼ばれる， 個人 間の 

•  く はり ほん 


彩色 招 絵 入りの 早期の 刊行物 は， ウォーターハウス 氏が 「春 信と その 時代」 に 詳しく 記敏 している。 
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一 樓市脯 湛 n 酒 樽 之 池 1 十 歩 一 店 

モチグ ハン ム セ ィ n ウノ  ヲ ガクノ ホノカ ニキ コュル (デ ガウ シノ ウタ 

餅 糕積ニ 甑桶之 山 I 天樂 遠聽 格子 歌 

ザミ セン ナリ  ノチ クハ ミチ バタ ノダィ ハチ グル マナ リ 

三絃 也 雷 霆乍驚 道 傍 大八車 也 

ィ チヤ ウノ  ダ ァ タマ ハ ィテ ハ ヲリヲ ナラぺ カタ ヲ キン ィ リノ  B 

銀杏 本田髻 巻， 一外 套ー 比」 眉 金縷路 

カウ ムス ビハ モ-ー フリ ソデト フル シリヲ モク メ ゾメハ クノ  ノ 

考 帶 共 二 長 袖， 揺 t 木理 染 如， 一春 水 

ル、 ガァヲ ガ サ (ゥ ノス ナノ コ V- チラ ケ 力 ヘス モミ ゥラ タ 

流 1 青 紙 蓥 寫 n 夏 木 立 I 親 飄紅裏 未 

ナラ レノ モミ .チ ゾシタ ギノシ 口 ムク ルニ ナラ レノ ゾ ォ カウ ソ 

レ秋何 楓下襲 白衣 不』、 何 雪 高祖 

ヅ キン ハ ッテ ヌ  キ ョ サクヅ キン ハカ、 ッテ ハケニ テ ク ィテ 

巾 掩レ鼻 而過與 作 巾 鉤っ髻 以行 巻 二 

n ギク ヲカケ ハン ゴ ラサ ゲテ タバコ ィレヲ 力、 ャ カス カナ モノ ヲ マイ 

小 菊 1 懸 二階 梯ー提 一一 煙 袋 1 擢 一一 銀 装 一枚 

ェ タレ テ ァゾ マニン キエ  リ 

画 廢而東 錦 画 興  」 
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配布の 目的で 刷られた 俳 書類 （その内， 最も 良く 知られて いるの が享保 7 年 （1730) 刊の 「父の 恩」） 力' つ 多色 
措 挿絵 入りで i8 世紀 初頭に 出されて いる。 また， 延享の 頃に 現われた 紅摆絵 は， 墨 板に 加えて 色 板 二つ を 
用い， 宝 暦 後半から は， 三， 四の 色 板 を 用いる こと もあった。 春 章の 細 判で， 大谷広 右衛門の 助 六と 市 川 
雷 蔵の 意 休 二 枚 （明 和 元年 （1764) 春 上演の 「助 六」 から） は， 錦絵 同然の 多色 措で ある。 さらに， 明 和 2 年 
以前に 刊行され た 版本 中 精巧な 多色 摺の 挿絵の ある もの を 三 例 挙げる と， 第一に 祐 信の 延享 3 年 （1746) 刊 
「明朝 生動 畫園」 で 中国で 康 年間に 刊行され た 画譜 「芥子 園 畫傳」 に 基づいた も, の， 第二に 寛延 元年 
(1748) 刊 同 「芥子 園 畫傳」 の 日本 初の 翻刻 版， 第三に 竜 水と 一 蜂の 絵に 基いて， 前者の もの は 多色 摺,' 後者 
の もの は墨摺 とした 「和漢の 集」 である。 この 三 例に 見られる 多色 摺は， 同時代の それと 比較す ると， ずつ 
と 程度の 高い 精巧な ものであるが， 三 例 共， 殊に 「芥子 園 畫傳」 に 基づいた 二 例 は， 中国 的 画調が 濃厚な こ 
と は 勿論， 絵 そのものが 中国の ものに 基づいて いる。 そこで 明 和 2 年 （1765)， 春 信が 描き， 広範の 色彩 を 用 
いて 摺 つた 絵 暦で 注目すべき 事実 は， これらが， 従来の 多色 摺とは 別の 系統に ある 旨 を はっき り と 示して い 
ると ころで， 前述の 版本 三 例と は 色彩の 点で 一つ はっきり とした 違い を 示し， 中国 風の 淡い パステル 調の も 
のに 対して， ここで は， 色調の 強い 透明度の 少ない 色 を 用いて いる。 すなわち， 錦絵に は， 従来の 多色 措と 
比較して 一層 多い 色 数が 用いられた のみでな く， 異 つた 色調 を異 つた 風に 使用した ので ある。 また， その他 
の 点に も， 従来と は 多少の 違いが 見られる。 たとえば， 空摺の 技法 は 静物 等 を 写した 中国 版画 （所謂 ケンフ 
ル 版画5 と 呼ばれる ものの 内に 見られる 如く） では， 花弁 や 羽 等の 輪郭 等 を 表わす ため， 殊に 色の 施されて い 
ない 部分に 時折 使われて おり， 前例に 挙げた 日本での 挿絵の 場合に も， 同様な 使い方で 空摺が 施されて いる 
が， これに 対して 錦絵の 空摺 は， 使用 目的 は 同じで も， その 特徴と して 着物の 模様 を 強調したり， 人物の 着 
ている ものの 外郭 を 強めて 文字通り 立体的な 浮彫 的 効果 を 出す。 この 後者の 手法 は 「きめこみ」 と 呼ばれて 
いる。 

また， この 新しい 多色 摺が 従来の それと 異 つた 効果 を 示す 一つの 原因 は， 用紙の 点に ある。 中国 風の 挿絵 
に は， 中国 版画の 用紙に 出来るだけ 似通った 簀 目の 細い 画奠紙 系の もの を 使って いる 力；， 絵 暦を摺 るに 
当って 導入され たの は 厚手の 奉書で， これ は 多数の 板木 を 用いる と ころ か ら 繰り返し 掛る馬 連の 摺 圧に 耐 
え， こく の ある 色 を 良く 浸透 させて 映りが よ く  ， 空摺， きめこみの 効果 を 一層 発揮させる。 すなわち， 奉書 は 
少々 貫 録の差 はこ そ あれ， 西欧 版画に 時折 用いられた ヴ エラム （羊皮紙） と 同様な 豪華版の 感じ を 与える。 

中国 風の 多色 摺と 浮世絵の それとの 相異 は， 狩 野 派 や 南画 等の 中国 画風に 基づいた 肉筆と， 浮世絵 肉筆と 
の相異 のように， はっきり とした ものである。 種々 の 要素の 混合から なった 浮世絵の 根底に は， 土 佐 派の 要 

素が 強く 流れて いるが， この 明 和 2 年 （1765) に 進展した 浮世絵 版画 は， その 土 佐 派の 傾向 を， 華美な 衣裳 描 
写 を 強調し， 派手な 半透明 色 を 使った 模様の 扱いに, はっきり と顕 している。 

明 和 1,2 年の 多色 摺 発展が 持つ 意味の 重要性から， 日本に おいて は， この 急激な 進展 を 促した 技術 上の 新 
考案が 何で あつたか を 探る 試みが なされて きた。 いうまでもなく， その 探 捜の 中心 は， 六 種 以上 も ある' 板 
を， どのよう にして ずれな く 輪郭 中に 収めた か， という 点に 終始して きたが， この を 防ぐ 工夫 は， 日本 
で 彩色 摺が 始まって 以来， 常に 行なわれ ていたと ころで ある。 すなわち， 見当と 呼ばれる もので， 板木の 下 
隅に 直角の カギ型 を， その他の 下 隅 近くに 一文字 を， 突起 させて 彫った ものである。 主 版に 彫り 込まれた 見 
当の 位置 は， これから 摺られ た 校合 摺 から 色 板お のおのに 移され， 用紙 は 板 毎の 見当に 合わせて 置かれて 摺 
り 上げられて 行く。 

しかしながら， この 方法 は， 二， 三の 色 を 一日 か 二, 日で 二百 枚 程 仕上げる に は 通常 足りた としても， その 
色 数が 多大に 増し， 過程が 長引く となると， 紙 や 板の 伸縮から 難 かしい 問題が 起って くる。 ここで， 単なる 

見当 以上の ものが 必要に なって きたと 思われる ので ある。 この 点に ついては， 既に 三 原繁吉 氏が， 大正 13 年 
(1924)  3 月 8 日， 麻布の ボ —ランド 公使館 主催の レセ プショ ン という， 浮世絵に はちよ つと 縁遠い ような 催 
しの 際 発表され た 論 1 で， 多色 摺の 精巧 さ を 可能に したと 思われる 簡潔 適宜な 調節 法 を 指摘して おられる。 良 
く 引用され る 馬 琴の 「燕 石襍 志」 （文化 8 年 （i8ii) 刊） の 一節に， 「錦絵 は 明 和 二  I 年の 頃 …… 板木 師金 六と い 
う もの 版 摺某甲 を 語 版木へ 見當を 付る 事 を 工夫して はじめて 四 五遍の 彩色 摺を 製し せし が …… 」 と ある。 大 
田 南 畝なら びに 早期の 浮世絵 史家 は， ここから， 馬 琴の 述べて いる 「見当」 が 従来と 同様の ものである， と 
解釈した ので あるが， 三 原 氏が 提案され たの は， 金 六の 工夫が， 「くい 木」 という もので， 「極く 薄い， 一寸 

5  i692 年， ケン フルに よって 日本から 荚国 にもたら された 17 世紀の 中国 静物 版画。 今日の 大英 美術館 創設の 中核と な 
つた 蒐集の 一部。 

6  「版画 製作 工程に 付いて」 （講演の 英文 録 より 翻訳)， 浮世絵の 研究， 第 3 巻， I02 号， 大正 リ年 （1924)3 月刊に 掲載。 
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のゾ 4 巾 程の 換型 をした 木き， 従来の 見当の 内側に 切られた 溝に 挿入す る。 これ を 挿入したり 敢 除いたり する 
事で， 繊維の 質 や 湿度に よって 起る 用紙の 変化， 板の 伸縮 等から 来る 摺の 工程 中の ずれ を 修正して 行く」6 と 
ある。 ここから は 随分 簡単に 聞こえる が， 器用な 指師の 手に 掛 つて は， これが， 極く 微かな 調節 も 出来る 
仕掛と 化した に違いない。 

この 新しい 精巧な 技術で 製ら れた 版画 を 「錦絵」 と 呼ぶ に 至った 由来 も， 一部 誤解が あり， 想像 逞 ましい 
臆測が なされて きたと 思われる。 従来， 錦絵と いう 言葉 は， 版画 を 織物の 錦の 手触りと 色と に 詩的に 比喩し 
た 由， と 考えられ てきて おり， 錦絵 出現 当時に も， 通常 このように 考えられて いたので はない かと 思われ 

る。 しかし， 錦絵と いう 言葉 は， i8 世紀 前半に 既に 使用され ており， 婦女の 間で かなり 広く 行なわれた 手芸 

で， 布地 を 様々 な 形に 切り， それ を 厚紙の 型に 貼付けて 作った 貼 合せ 絵 を 指す ものであった。7 祐信門 流の 花 
洛堀井 軒と 号す ものが この 貼 合せ 絵の 手引書 を 描いて おり， 一 頁に 少女の 姿と かその 他の 出来 上りの 図 を 載 
せ， 隣合せ の 頁に は， 出来 上り 図の 部分 部分に 対応す る 形 を 布地から 切り取って 貼る ように， 番号 を 打って 

示して ある。 この 手引書 は 「花 結錦繪 合」 と 題して， 元 文 4 年 （1739) 京都で 刊行され ている。 そこで， 注 

はなむ す ひ 

目した いのは， 浮世絵が 「東 錦絵」 と 呼ばれて いた ことで， これ は 京阪で 作られて いた 貼 合せの 錦絵と 区別 

あつま 

する ための 由で はない かと 思われる ので ある。 

宝 暦から 明 和に 至る 多色 摺の 技術に ついては， 春 信の 作品 を 説く 場合 大きな 論点になる ので， 勿論 これ ま 
で いろいろと 論議され てきた ところで ある。 ここで， 春 信の 版画の 作画 者と しての 発展 を 論ずる に 先立って 
強調して 置きた いのは， 版画が 再生 的な 製作 工程 を怪て 出来 上った ものである という 点で ある。 そこで 起る 
疑問 は， 実際の 版画 製作に 当って 春 信に どの 程度の 統制 力が あつたの か， 色彩 や 色 板の 数， 空摺の 部所と 
いった ものに は どこまで 決定の 権限が あつたか， という 点で ある。 春 信 は 色彩に 優れた 者で あると よ く いわ 
れ るが， も し 春 信が 色 を 最後 的に 決める 者でなかった と したなら， これ は どの 程度まで 言及 出来る ので あろ 
うか。 

明 和 2 年の 前後 を 問わず， 売品 目的で 版画が 製ら れた 際に は， 絵師の 立場 は 重要 だと はいっても， 彫師か 
ら 摺師， 問屋へ と 続く 連結 作業の 切掛になる 者で しかない， という 結論になる。 絵師の 責任 は， 校合 摺の 
に 色 fg になる 部分の 指示 を 簡単に した 時に 終る。 今日までに 残って いる 校合 摺でこ う した 指示の ある 例 を 見 
ると 大方の 場合， 絵師 は 実際 摺る 色の 指定 はして いないよ うで， 単に 色摺 になる 部分 を 指示した 後 は， 彫師 
と 摺師の 手に 任せる という 次第で あつたと 思われる。 

明 和2，  3 年の 絵 暦の 内， 少く とも その 初摺が 文人 連 （巨 川 連が この 典型的な 例） の 同人 少数 間に 配る 目的 
で， 個人的に 製ら れ たこと はかなり はっきりと している。 そこで， こうした 種の 版画 製作の 場合に は， 絵師 
が 常よ り 大きな 権限 を 与えられ， 製作 工程 を 監督す る 機会に 恵まれた ので はない かと 考えたい が， それ も 確 
証な しの 上で ある。 しかるに， たとえば この 絵 暦で， 仮に 春 信が 色 を 選択し， 校合 摺に， ここ は 紫， ここ は 
紅， といった 風に 指示 を 与えた としても， 実際の 色 は 摺師が 草木の 染料 や 粉 彩 を 混ぜ合せて 出す ので あり， 
その 濃淡 度合 は 摺師の 判断に 任される ことになる。 で， この場合 でも 摺師が 自然の 草木から 出る 色 加減 を完 
全に コ ン ト ロールし 得ない と 同様， 春 信が， 前もって 摺師 からの 出来 上りが どのような 色 合になる かとい う 
.算 断 は 出来 兼ねた， というの が 本当のと ころであろう。 恐らく， 春 信に は， 色の 調和が こうなる べき だとい 
う 案が あつたで あろ う が， それ を 再生す るの は摺師 側で， 春 信の. 意図 とすつ かり 合致す る こ と は 多分 まれで 
あつたろうと 思われる。 力;， 作曲家が 他人の 解釈で 奏される 自分の 曲 を 聞いて， その内に 自身の 気付いて い 
なかった 美 を 見い出す という よ う な こと 力' つ 春 信の 場合に も 偶々 あつたので はなかろう 力 \> 

こうした 実験的な 段階に あって は， 果して， 摺師 自身が， 出来 上りの 色 合 をい つも はっきり 見通して いる 
か 否か も 疑問で ある。 明 和2 年の 多色 措の 一つの 美点と なって いると ころ は， 色が 我々 の 目に 一種の 珍ら し 
さ を 持って 訴えて くる ことで， 目録の 7,  i6,  i8，  20 図に 見られる ように， この 新 方式の 発芽 期に あって は， 
時折 起る 不安， 成就の 喜び， 意気 揚々 とした 失敗， といった 風に， 試作 者の あれこれ 思案す る 様子が 伺われ， 
後の 玄人の 割 切った 確実性との 良い 比較になる。 

さて， 絵 暦と いう 形式が グループ をな す 好事家 連に なぜ 最も 多く 所望され， どういう わけで 明 和 2 年に 一 
勢に 出された のかと いう 理由 はいろ いろ 臆測され てきた。 絵 暦の 簡単な もの は， 明 和 2 年 以前に も 数と して 
は 比較に ならない が， 年々 だされて おり， 現今 は 廃止され ている 旧暦の 月の 大小が， その 年々 によって異な 
ると ころから 製ら れ るよう になった ものである。 月の 大小 を 知る ための 暦の 発行 は， 幕府に 許可され た 出版 

7 江戸に おいて は， この 貼 合せ 絵 は 「押絵」 という 名セ' 知られて いた。 
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元に 限られて おり， それ 故， 明 和 2 年の 絵 暦 を 制作す る 絵師 は， 暦と しての 用途 を 公に しないた めに， 大 
小 を 絵の 中に 隠す という 方便 を 使い， それ を 機智に 豊んだ 巧妙な やり方で 隠し 上げた 絵師に 軍配 を 挙げる， 
といった 按配で ある。 こうした 変装 を， 我々 が 見抜く と 同時に， 公の 目が 見抜いて いなかつ たと は ほとんど 
考えられない。 また， 巨 川 等が， 正真正銘の 暦 を 製って 友人に 配りたい と 思ったならば， 令う 出来なかった 
かと も 考えられない。 そこで， こうした 行為 は， 公が 見逃がした 軽犯罪と でもい う 力、 グループの 面々 が 交 
換 する 大小の 摺 物に， そこから くる 秘 やかな 楽しみの 味 を 加えた ものと も 思われる。 明 和2 年の 年頭の 挨拶 
が， いかなる 理由で 絵 暦と いう 形式 を 取って， このように 数多く 出された かに は， これまで 納得の 行く 説明 
が 見出され ていない。 一時 は， 明 和2 年が 菅原道 真の 入 裏 九 百年祭に 当ってお り， それ を 記念して 出された 

ので はない かと もい われた が， 確証 はない ようで ある。 絵 暦 は 明 和 3 年に も 出され， この 内 春 信の 描いた も 
の も 多い が， 前年より はずつ と 数が 減って おり， それ 以後 は 勢み が 失われた ようで， これが グループ 連の 解 
散に よるた めか， 絵 暦に 対する 興味が 薄れた ため か， また 他の 理由に よる もの か は， 推量に 帰される のみで 
ある。 

「夕立」 （7 図） は 絵 暦と して， また， 春 信の 絵師と しての 才能 を 充分に 顕 わして いる 作品と して， 良い 例 
である。 ここで は， 月の 大小が， 乙女の 踊る ような 軽快な 動作に 動く 着物の 線に 仕組まれ， 曲線の 渦と 中心 
の 柱の しっかりと した 直線が 斜の 竹竿と 対照し， あどけない 日常 事が 詩的 感銘 を 持って 写されて いる。 そし 
てこ こで は， 真実 無比の 春 信が， 協賛 者の 面々 を 抜きん出て 輝き 出して いる。 協賛 者と して ここに 名 を 記し 
て あるの は， 「ェ」 として， 春 信に この 絵の 発案の 種と 大略の スケッチ を 与えた と 思われる 伯 制， 彫工 遠 藤 
五 綾， 摺ェ湯 本 幸 枝で あるが， これらの 者が 寄与した ところが 何で あれ， この 作品 は 我々 の 目に， 紛れ もな 
い 春 信と して 映る。 

また， 「水 売り」 （II 図） も 明 和 2 年の 絵 暦 中 良く 引合いに 出される が， ここで も， あっさりした 夏 もの を 

着 流 しに した 少年が， 水槽 や 商売道具の 入 り 組んだ 線の 間に 巧みに バ ランス を 保って いる， といった 好 主題 
に 好感が 持 たれる。 しかるに この 絵で は， 春 信 は摺師 から 協賛と いった 以上の もの を 受けて いる。 この 地つ 
ぶしの 紅色 は， 美味しい という 力、 木苺の 味の する 飴 を 思わせて， 見る目の みか 舌の 先まで がくす ぐられ る 
ような 感じが する。 こうした 目 を 見張る ような 色の 数々 は， 視覚に 訴える 効果' 以上の もの を 上げて， 花の香 
り 同様， 吸 込む 息に つれて 感覚の 内に 浸透して くる。 

明 和 2 年の 絵 暦の 背景 は， 一般的に いって 単純で あるが， その後， 人物 を 室内 や 屋外に 自然に 置く という 
風に して， 次第に 強調の 度 を 増して くる。 従来の 浮世絵 は 純然たる 二次元 的 構図で なり， 人物 を 紙の 地に そ 
のま ま 置いたり， 定石 的な 曲線で 水の 流れ を 表わした りして， 奥行きの ある 室内 や 風景 を 背景に する こと は 
まれで あつたが， この 段階から， 目新しい 複雑な 背景に 人物 を 配して， 現実感 を 持たせる 傾向へ と 移って 行 

つた。 「座敷 八景」 と 呼ばれる 8 枚 揃い （24~35 図） （明 和 2 年の 絵 暦 制作に 続く 一年間に 描かれた とみな さ 
れ ている） は， 錦絵 以前に は 見られない やり方で， 戸外 や 室内に 巧みに 人物 を 配し， 春 信が いかに 手早く こ 
の 方法 を 修得し たかを 物語って いる。 この 「座敷 八景」 に は， 春 信が 大いに 自信 を 得， 自身の 画風 をし つか 
り 見出した， というと ころが はっきりと 顕れ ており， 線と 構図の 巧みな 使い分け は， 彫 師摺師 の 技術が 最高 
水準に 達した こ と と 合致して， 日本に おける 多色 摺 版画の 頂点の 一つ を 形成す るに 至った。 

こうした 讚辞の 後に， 同じ 「座敷 八景」 の 中の 一例 をと り 上げて， 粗探し をして は 妙 だと 思われる であろ 
う 力';， 春 信の 一生 を 通じて 一つの 汚点と なって いる 他の 絵師からの 剽窃， 自身の 絵の 反復， といった 兆が こ 
こに 頭れ ている ので ある。 他の 絵師の 作品から 取材して 描かれた もの は， 春 信の 傑作と みなされて いるもの 
にも 幾つか あり， この 点 を 見逃がす 訳に は 行かない。 「座敷 八景」 中 「扇の 晴嵐」 の 二 少女の の 姿態 は， 春 
信 自身の 細 判に 基づいた もので， さ ら にこの 細 判が 清 満の作 を 模倣した ものである 8o 自身の 意匠 を 反復し 
て 用いた 例， 他の 絵師の 作からの 模倣の 例 は， その他 多数 あり， 図版 解説で も 数 例に ついて 述べて 置いた。 
模倣 は祐 信から が 最も 多い が， 奥 村 政 信 や 清満の 意匠 も 春 信の 作画の 基に 用いられ ている。 時に 寄って は， 
既存の 意匠が， 春 信の 手に 掛 つてず つ と 優れた ものになる という 結果に なり， 平凡な 墨摺 絵が 春 信の 錦絵 摺 
を 通して， 目 を 見張る 様な 芸術品に 変えられる 技 俩には 驚嘆の 外ない。 その 最も 良い 例と して 「井手の 玉 川」 
(63 図） が ある。 これ は， 春 信が 祐 信の 絵本から 目立たぬ 挿絵 を 引出して， 自身の 幻影， しなやかな 乙女の 
優美な 物腰が 青春 を 象徴す る よ うな 衣裳 をみ せ， その 線と 色が 入り乱れて ボ ッ ティ チェ ルリ 的 アラベスク を 
創り 上げる， といった 表現の 手段と して 使って いる。 こうした 変形に あって 春 信の 剽窃 を 云々 する の は， 作 
曲 家が 単 tfi な 民謡から 交響曲の 一楽 章 を 創り 上げる に 盗作の 罪 を 課する が 如きであろう。 

8 この 複雑な 模倣に 関して は， J.A. ミ ツチ ェナ 一の 「フ ローティ ング' ワールド 丄 3i8 頁に 詳しく述べられ ている。 
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しかし， 春 信 は 時偶 単なる 意匠の 種 や 簡単な 調子と いった 以上の もの を 写し 取る ことがあり， その 一例 は 

「いばやき 屋 店先」 （92|2i) に みられる ごとく， 春 信 ほどの 者が， と 思われる ほどで， 奥 村 政 信が 数年 前に 描 
いた 色 措 絵 をす つかりと 模倣して いる。 また， 春 信 は 先輩 絵師への 私淑 を 隠す ところな く 示し， 少女が 若衆 
の 描かれた 掛物絵 を 観賞して いる 版画の 一例で は， その 掛 物に 政 信の 名 を 堂々 と 記して いる。 ここで は， 春 
信が 強く 私淑す る 絵師への 尊敬の 念 を 示した 行為と みられて 良い と 思われ， 意匠の 模倣と いうの もこう した 
心から 出て いるので はない かと も 考えられる。 力'"， 同時に 春 信の 政 信 模倣の もう 一例 （36 図） を 取る と， この 
絵の 根拠に なった 政 信の 絵本 は， 刊行 後 相当 時が 径 過して おり， 人々 の 間で は あま り 良く 知られて いなかつ 
たという の も 事実で はない かと 思う。 重ねて， 春 信 は 他の 絵師の 模倣 をす る のみでな く， 自身の 作 を 反復し 
て 用い， 細 判 を 中判に 仕 立直したり， 絵の 一部 をと つて 柱 絵 仕 立に したりす る。 また,' 絵本の 挿絵に 使った 
ものから 一枚 絵 を 作ったり， ほんの 一， 二 年 前に 描いた 錦絵 を 集めて 墨 措 絵本に つく り 上げる。 （この 好例 
は 「夕立」 （7 図） が 「繪本 千代 松」 （147 図） の 挿絵に された のに みられる。） 

ジ エームズ .A. ミ ツチ ヱナ 一は， その 著 「フロー  ティ ング • ワール ド」 で 春 信 を 非難して， 「画家が 一個 
の 芸術 を 他人からの 剽窃に 基づいて 築け る ものであろう 力り と 疑問 を 投げて いるが， 加えて， 「春 信 は 真似 
は 真似で も 良い 絵師の 模倣 をして 居る」 と少々 賞 めても いる。 しかし， 進めて， 春 信 は 「浮世 絵師 中で は最 
も 独創性の 無い 一人 だ」 というに 至って は 春 信 を 全般的に 非難して いるので， 剽窃 性の 点の み を うんぬんし 
ている ので はない。 近代 この 方， いやしくも 芸術家と 名の ある もの は， 従来の 域を少 くと も 一歩 越えた とこ 
ろに 行き着かねば ならない として， 認められ るに 必要な 第一条 件に は， その 斬新 さ， 新鮮さ， 既存の もの か 
らの 逸脱， という ことが 要求され ている。 しかし， 独創性の みが 総てで あると いって 良いで あろう 力、 美の 
黄金 郷 といった 観念に 到達す る 先 を 急ぐ あま りに， もっと 広範な 芸術の 領域 を 見過しに して， 発展し ない ま 
まに 通り過ぎて しまう ことが 往々 にして ある。 これまで 未完に 残された 領域に 探り を 入れ， 完成に 持って行 
く ところに， 磨きの かかった 高度に 洗練され た 技俩が 産まれ， 新しい 領域 を 得よ う と 焦る に は 付き物の 圧迫 
感ゃ 切羽 詰った 感じの ない， 熟練した 腕が 出来て くる ことしば しばで ある。 我々 が テル ボルク， ブ シェ， そ 
して 春 信と いった 画家の 内に 見出す 味 は， こ う した 質の ものである。 

春 信が 錦絵の 始 りから 死に 至る まで 制作した 期間 は， 僅か 6 年で あつたが， その 間 彼の 作品 は 驚くべき ほ 
どの 進展 を 示して いる。 未だ 試験的な ところの 多い 絵 暦から， 「座敷 八景」 のよう な 熟達した 自信に 溢れる 
もの， 明 和 4〜6 年 （1767〜9) 間の 斑の ない 作品から， 終 年に 至って 下り坂になる。 春 信 はこの 期間 を 通じ 
て 終始 制作に 集中した が， その 中核になる 年間に は 最も 多くの 作品 を 描いて おり， 同時に， 今日 春 信の 代 

表 作と して 知られ， 評価の 基と なって いる 作品が， この 時に 多く 出された。 ここに 見られる の は， 単に 技俩 
の 完璧 さの みで はなく， 主題に は 軽妙な 詩心が あり， 戯れの 雰囲気に 満ち， 洗練され た 遊びの 数々， 花見 月 
見 を 楽しみ， 宵の 芳香が 漂い， 使い古された テーマが 今様の 花柳 風情に 見事に 置き換えられる。 春 信 は， こ 
うした お祭り 気分の 世界 をい つも 現実と は 一 仕切り 離れて， うら 若い 男女の 姿で 色取る。 召使 や 端女 を 除い 
て は， 春 信の 女性 は 永久 普遍の 若々 しさで 頭され， その 若さ は 年齢 のみでな く， 戯れ 気と 子供 っぽ さ， 純 心 
無邪気と いうよりも 未熟で 気紛れ， 真面目な 顔の 一つ も 出来ない， といった 質の ものである。 恐らく その 心 
根 や 性格 は 軽薄で 移り気で あろうが， そこ は 我々 の 問題外で ある。 春 信の 若い 男女 は， ワトーの 田園 情景の 
ような， 造り 物的， 非現実的な 一場面に， 与えられた 役割 を 演じて いるに 過ぎない ので ある。 そして， この 
非現実的な 雰囲気の 中で は， 弱々 しい 柳腰 や 力なげ な 手首 等が， 不自然 感を 与えず， ある 意味で はこうした 
乙女の 姿 は， 前述した 「錦絵」 型の ように， 取々 の 美しい 色 を 貼り 合せる 下地で しかない ので ある。 人物の 
動きの リズム は， 瞬間 的な 動作 を 理詰めに して 写し 取られた ので はなく， 春 信の， 型と 優美な 構図への 観念 
と 色彩と から 定められた ものである。 春 信の 傑出した 作品に は 二重の リズムが 見られる。 その 一 ~^ 3 は， 背景 
の 真直ぐな 線に 対照して 踊る ような 手足の リズムで あり， もう 一つ は， 入物の 動き を 強調して 背景の 建物 や 
風景との 対照 をく つ き りと 出す 色の 調和の リ ズム である。 

ここに 選ばれた 140 点の 版画と I2 点の 絵本 はおのお の 秀作で は あるが， これらに よって 春 信の 芸術の 全域 
が 代表され ている ので は 決してない。 公開 展示で ある 関係 上， 数多 ある 春画の 中， 大概の 艷 本に 一， 二 含ま 
れる 比較的 無難な 「口絵」 的な 類 を 除いて は 収録 出来なかった （57,  138 図 ）o 春画に は， 無意味な 媚態 ゃ戯 
れが ニンフの ような 少女に 対する 執着で 繰返し 描かれ， 通常の 版 岡から 受ける しかつめ らしい 絵師の 印象 
を 正す に はもって こいの 材料な ので， これが もっと く 知られる よ う になら な いのは 残念な ことで ある。 春 
信の 人物 は あどけない 若年 者で あるから， その 春画 はませ た 子供の 挙動が 思わせられて， 時折 ギク リ とさせ 
られる 力;， ここに 連想す るの は， 真に迫った 孺場 というよりも， 面白可笑しい 浮気と いった 感じで ある。 し 
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かしこ こで も 春 信 は 先駆した 絵師の 示した 激 刺と した 好色 性に 欠けて いないと ころ を 見せ， 一見 弱々 しい 男 
女が， 少く ともこの 点で は 祐信ゃ 雪 鼎の 描く 肉付きの 良い タイプの 壮健な 性欲に 対抗し 得る ところ を 示して 

いる 0 

春画 は 花嫁の 初夜の 枕の 下に 秘 ませる 性の 手 解 書 だ， との 謂に 例え 幾分の 真実性が あつたと しても， 春 信 

ほどき  ' 

の 春画 ゃ艷本 は， そのような 真面目く さった 考え を 笑って 吹き飛ばして しまう。 彼の 狙った もの は， ドヴ- 
リア ゃロッ ブスと 同様に， 娯楽 性と くすぐる ような 刺激であって， 大層 滑稽な ものが 幾ら も ある。 その内 恐 
らく 最も 良く 知られて いるの は， 「眞似 ゑ もん」 二 冊 続きであろう。 ここで は 一寸法師 になった まねえ もん 
が 愛人 達の 秘事の 数々 を視見 するとい う 趣好で ある。 また， 次の 一枚 絵 二つが 一対 をな す 例 は， 春 信の 春画 
の 調子 を 良く 示して いる。 その 一つ は 一般 観覧 用で， 男女が 開け放された 窓辺に 意味 あり 気に 寄 添って いる 
が 着付け は 未だ ちゃんと している。 そこへ 外の 雪景色の 家 角に 隠れた 少女が， 雪玉 を 投げつ けようと 狙つ 
ている。 もう 一つの 方 はもつ と 奥まった 観賞 用で， 先の 絵の 板木に 極く 少しの 修正 を 加えた だけで， 恋人 達 
の 熱情が 迸 り 出で た 様子に な り ， 男の 方 は少々 露出症 気味で ある。 外の 雪玉の 投手 は 未だ 丹念に 的 を 狙って 
いるが， どう も 男の 焼け付く ような 熱情 を 冷 かして やろう というの らしい。 おのおの 大変 美しい 版画で ある 
が， 春 信の いたずら 気 を 堪能す るに は， 二つ 一緒にして 見るべき であろう。 

明 和 5,  6 年の 作品に は， 当時 評判の 二 美人， お 仙と お 藤 を 描いた ものが 多く 見られる。 お 仙 は 笠 森 稲荷 境 
内の 水茶屋に おり， お 藤 は 浅 草 観音 近くの 揚技屋 の 娘で， 共に 器量 良しの 評判が 高く， 春 信 だけで も 二十 種 
以上 描いて いると ころ を 見る と， 彼女 達 を 描いた もの は 至極 需要が 多かった に違いない （，， 127〜129 図 ）。 
前述の 明 和 6 年 （1769) 刊行の 「賣飴 土 平傳」 （149 図） に は， 「阿 阿藤 優劣 辨」 と 題して， 当時の 軽 文学の 

お せん お ふしゅう れつの べん 

大御所 蜀 山人が 面白く 書いて いる。 

この 「賣飴 土 平 伝」 と， 二 美人 を 扱った 版画 は， 春 信の 作品に いま 一つ はっきり とした 年 日付け をす る 裏 
付けと なる。 しかし， 既に この 時期に は 春 信の 作画が 下り坂の 傾向 を 示し， 弛緩した 線描， うな づけない 構 
図 や 背景の 煩雑 さ 等が， 見逃がせな いものに なって くる。 若い 男女の 風釆ゃ 魅力に も 微妙な 変化が 頭れ てき 
ており， 恐らく 少女の 姿の 魅力に 欠ける 点 は， 優美 さの 少し 劣る 動作から くるの かも しれない。 この 相異 は， 
たとえば， 生き生きとした 若 妻が， 雨に 降られて 物干 場へ 急ぐ 様子 （7 図） と， 気力の ないだら つと した 感 
じの 少女 達 （105 図） を 比較す ると 良く わかる。 また， 良く 似た 主題の 34 図と 柚 0 図 を 比較す ると これが もっと 
はっきりと 感じ とられ， ここで は， 錦絵 摺の 効果が 少々 衰えた とさえ 感じられ るので ある。 時の 経過と 共に 
摺の 技術 も遷 り， 錦絵の 初年に 見られた 新しい 顔料 を 用いる 実験 主義 は 影 を 秘め， 当然の ことながら， もつ 
と 安定性の ある 無難な 色彩 を 使うよう になった。 それで， 後の 錦絵 は 技術的な 落度が 少ない としても， 初め 
に 見られた ような， これ は， と 思われる 味が なくなり， まるで 曙の ほのぼのとした 色 合が， 取り得の ない 日 
中の 光の 中に 消え去って しまった かの ごと くになる。 

この 期の 作品に 感じられ るの は， 何 かしらの 圧迫感が 度 を 増して きている ことで, 春 信が 病状に あつたの 
ではない かと も 推測され る。 明 和 2 年 以来 浮世絵 界に 無比の 権威 を 誇つ て き た 春 信 も， 明 和 6 年に 至る 頃に 
は， 競争相手と 張 合わねば ならなくなる。 一筆斎 文調と 勝 川 春 章 は， 共に 春 信と 優位 を 競える 手腕 を 持って 
いた。 勿論， 文調 も 春 章 も 歌舞伎 絵の 分野で 活躍して いたので は あるが， 両者と も そこで は 卓越した 技俩を 
見せて， また， ときどき は 役者 絵から 美人 画 等に 目 を 転じて， 春 信の ものに 感じの 程遠から ぬ 作品 を 描いて 
いる。 また 北 尾 重 政 や 磯田 湖 竜 斎と いう 同輩 絵師が， 独自の 画風の 兆し を 見せ 始める の もこの 頃で， 春 信が 
獲得し 続けて きた 栄冠 保持に 心 懸ける の を 促した のか も しれない。 それで， 春 信が 多作の 水準 を 保と う とす 
る 苦心の 結果が， 恐らく 着想の 乏しくなり 始める 原因の 一つと 見なされる のではないだろう 力 \5 

終 年に 入る 春 信の 作品で， また 一つ 重要な 点に 目 を 向けたい。 すなわち， 無 落款の もの を 春 信の 作と 見な 
し， また 他の 絵師の 作品に 春 信の 偽 落款 を 入れる ことで ある。 この 問題の 複雑 性 を 示す に は， 今 ここに 催さ 
れる 春信展 同等の もの をもう 一度 やりなおさ ねばならぬ ほどで， その上， 春 重 （司 馬 江 漢）， 小 松屋 八 亀， 駒 
井美 信， 湖 竜 斎 （この 絵師の 花鳥画 は， 良く 誤って 春 信の 作と される） 等， 門人 や 追随 者の はっきりした 落 
款 入りの 作品 例 を 含めねば ならない と 思う。 現在の 春 信展に は， 疑わしい もの を 数 点 故意に 含めて， 単に こ 
の 問題の 存 する 旨と 難解な 旨 を 表わす に 留めた。 春 信 純粋 論 を 持つ 方々 は 17,  i36〜i4i 図お のおの を ここ か 
ら 除いて， これらの 作品が あらず とも 春 信の 名に 拘 りがない， 否， 多分 その 逆であろう， というに 納得の 行 
く 論 を 出された こ と と 思う。 

明 和2，  3 年の 版画に は 落款の ない ものが 多く， 殊に 絵 暦で は， 依頼した 好事家の 印 だけが 押されて いる こ 
とが しばしばで， この 理由 は， 依頼 主が 絵師の 名 を 記す の を 厭った からか もしれ ない。 こうした ものの 内に 
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は， 後に 絵 暦の 大小 符号 を 取り除いて， 春 信の 落款 を 入れて 再版され たもの が 多々 ある。 また， 揃い 物の 場 

合 は， おのおのの 絵に 落款 を 入れず， 包紙の みに 入れる （「座敷 八景 丄 24 図 参照） という やり方が ときどき 
行なわれて 落款 を 欠く 一つの 原因と なる。 しかし， 春 信 以外の 絵師 も 絵 暦 を 描いた ので あり， それらの 中に 
は 春 信と 同様に， 明 和の 頃までに 復活 流行して いた 祐 信の 画風に かなり 近い 線に 沿ってい る 者 も 幾人 か あ 
る。 現存す る 無 落款の 絵 暦 中には， 春 信 以外の 手になる もの だと ほとんど 断定 出来る ものが あり， 腕の 利く 
素人 （たとえば， 巨 川 はかなり の 腕前 を 持って いた） が 描いた もの も その内に 含まれて いる。 力-;, これら は 
只 単に 春 信と 同時代に 同 じ 製作 法で 描かれた という だけの 理由から，' 决 つて 春 信の 作と されて しまう。 一度 
春 信の 名が 付く といろ いろの 利得 関係， 殊に 蒐集 家 や 画商の それ， が 絡まって， 根底の ない 名 を 保ち 続ける 
ようになって しまう。 

ここで， 偽作 者 を 自称した 司 馬江漢 について 少し 述べて みたい。 江 漢の名 は， 西欧の 科学. 美術 を 学んだ 
先駆者と して， また， 興味 ある 天文 • 理学 的な 書の 著者と して， 最も 良く 知られて いる。 （天文 書， 理学 書 
の 本文に は 蘭 語から 翻訳した 部分が あり， 挿絵 もョ 一口 ッパの ものから 写して いる。） 江漢の 回顧録の 「春 波 
樓 筆記」 は， 文化 8 年 （i8ii) に 書かれた （刊行 は 明治 25 年 （i892) までされ ていない ）o 文化 8 年と いうと， 
江漢は 老年に あって， 40 年 前の 出来事 を 書いて いるので あるが， 彼が 春 信の 名 を 騙った という こと を 述べて.. 
いると ころの 引用 をす ると， 

「其 頃， 鈴 木 春 信と 云 ふ 浮世 畫師， 當 世の 女の 風俗 を 描く 事 を 妙と せり。 四十 餘 にして， 俄に 病死し ぬ。 
予此 にせ 物 を 描きて， 板 行に 彫りけ るに， 贋物と 云 ふ 者な し， 世人 我を以 つて 春 信な りと す。 予春 信に 
非 ざれば 心 伏せず9, 春 重と 號 して， 唐畫の 仇英， 或は 周臣 等が 彩色の 法を以 つて， 吾國の 美人 を晝 く。」 
ここの 最後の 文章の 翻訳が， アーサー • ウェーレ ィ 氏と オブライエン • セクス トン 氏で 異なる。 セク スト 
ン 氏の 訳 10 は， 通常の 「春 重と 號 して •••••• 」 に 習って いる 力';， ウェーレ ィ 氏の 翻訳 11 は， 「春 晝と號 ばる る 

を …… 」 と して ある。 

この 翻訳の 相異 がーつ の 疑問 を 投げる。 すなわち， 司 馬 江 漢が春 重と いう 号 を 名乗った のか， または， 春 
重と 江 漢とは 別々 の 人物で あるか， という 問題で ある。 ゥ ユー レイ 氏の 翻訳で は， 画風の 関連 を 外にして は 
江 漢と春 重の 関係 を 記す 唯一の 鍵が 失われて しまう。 ゥ. エー レイ 氏の 主張す ると ころ は I2， セクス トン 氏の 
翻訳に ある 「春 重」 が 稿本の 読み誤りから 生じた として， 「春」 は 同じ だが， 「重」 の 字 はくず した 草書 体 
で 書く と 「畫」 の 字と 間違われ 易い というの である "。 力;， 仮り に ウェーレ ィ 氏の 説 を ここで 採った として 
も （ただし， 今日の 研究家で この 説に 賛同して いるの は ウォーターハウス 氏の みで， 他の 人々， 殊に 重要な 
点 は， 日本の 研究家が 江 漢が春 重 を 名乗った という 説 を 採り 続けて きている）， 未だ 残る の は， 春 信の 偽 落 
款を 入れた と 思われる もの （たとえば 140 図） の 画風と 春 重と 落款した ものの 画風が 強い 相似 を 示して いる 
点と， また， これらの 落款の 「春」 の 字が 明らかに 相似して いる 点と である。 春 重と 落款の ある 20 枚 程の 作 
品から 推す と， 春 信に 追随した ものと して は， 相当 技倆の ある 絵師な ことが 分る が， ただ， 春 信の 晩年， 明 
和 6，  7 年の 画風 を 追ってい るの が 遺憾な 点で ある ol これら 春 重の 作品と， 一般に 春 信の 偽 落款 を 入れた もの 
として 認められ ている 作品と に は 多々 共通した 点が 見られる が， こう した 相似 は， 同じ 師の 下に ある 門人 間 
の 作品に は 良く 見られる ところで ある。 春 信の 偽 落款 入りの 作品に 見られる 誇張され た 西欧 遠近法 （たとえ 
ば， 140 図の 芝 垣に 見られる ごとく） は， 江漢が 西洋画 法に 対する 関心 を 持って いたと ころから， 江漢 とこ 
れらの 作品 を 結びつける 理由に なって いるが， 春 重と 落款の ある 作品で はこの 遠近法 は 特別に はつ き り した 
特徴と なって はいない。 この 問題 は， 結局， 江漢の 稿本に よって 正す より 外 は 解決の 道がない ようで ある。 

も う 一人 春 信の 晩年の 作品に 良く 似た もの を 描く 絵師に， 駒 井美 信が あるが， 確実に 美 信の 作品と して 知 
られる もの は， これ また 数 少ない。 春 重 も 美 信 も 高い 水準の 技俩を 持って いた 絵師な ので， 落款 入りの 作品 


9 訳 註， アーサー • ウェーレ ィ はこの 部分 を 「春 信の 霊に 不忠な 行為 をして いるよう に 思われた ので」 と 訳して いる。 

10 オブライエン. セクス トン， 「鈴 木 春 f>S その他に 付いての 覚え 3 き」， ロンドン 日本 協 滋' ぉ録， 第 17 巻， 1920 年 口 
ン ド ン刊に 掲載。 

11 A. ゥ ユー レイ， 「司 馬 江漢丄 東洋 新報， 1929 年 3/4 月ぢ- 掲載。 

12 アーサー. ウェーレ ィ， 「司 馬 江 漢と春 重 は 同一人 ならず」， パー リング トン マガジン， 第 52 巻， 301 号， 1928 年 4 
月刊に 掲載。 

13  「春画」 という 読み方 は， 江漢 回顧録が 「浮世 編年史」 （明治22 年 （1889) 刊） に 部分的に 掲載され た 時に 見られる。 
「春 波楼 筆記」 全体が 出版され た 最初 は 「百 家 説 林」 （明治 25 年 （i892)) においてで' そこで は 「春 重」 という 読み方に な 
つてい る。 江漢の 稿本 は 現存して おらない といわれ ている。 
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数が なぜ 少ない か， という 点の 説明が 難 かしい。 浮世絵 派の 惯 わしから いって， 春 重， 美 信， または 他の 門 
人が， 師匠で ある 春 信の 作品， たとえば 終 年の それ， に 協 作 をした という こと も 考えられる ところで， こと 
に 寄って は， 春 信が 門人の 描いた ものに 落款 を 入れる だけであった， というの も ありそうな ことで ある。 こ 

うした 協 作者の 存在 を 考慮す ると ころに 春 信の 晩年の 作品， たとえば 揃 物の 「浮世 美人 寄 花」 （i29〜i3i 図） 
の 中に， いろいろ 異 つた 画風が 見られる 原因の 説明 も 出来る ので はないで あろう 力、。 因に， シカゴ 美術館 発 
行 「日本の 版画 II」 （Japanese  Prints  II) では， この 「浮世 美人 寄 花」 の 内 一枚 を 春 重の 作と して 掲載して い 
る。 こう した 春 信の 下 近くに 制作す る 絵師の 無 落款の 作品が， 春 信の ものと して 通る こと も 理解に 難く はな 
いと 思われる （137 図の 例 ）。 

協 作の 疑いの ある 例 をもう 一つ 挙げる と， 「繪本 春の 錦」 （春 信の 歿後， 明 和 8 年 （I77I) 刊行） である （151 
図）。 うつと りと する ような 色摺 絵本で あるが， 挿絵の 内に は 明らかに 異質で ある と 見える ものが 二， 三 あ 
り， ここから この 絵本 は， 春 信に よって 描き 始められた 力';， その 歿後 門人， 恐らく は 美 信， が 仕上げに 携わつ 
たので はない かとい う 想像 がっく。 

春 信 は §fe 本 類 を 不断に 描いた が， それ 以外に 宝 暦 13 年 （1763) 以来 毎年 墨摺 絵本 を 出して おり， ここに は 
その内の 代 的な もの を 選んで 示した （142,149 図 ）。 また， 明 和 7 年 （1770) 刊行の 「吉原 美人 合」 全 5 冊 
は， 多色 措の 人物 を i66 画 程 含んで おり， 皆， 春 信 自身の 作画と 思われ， 晚 年の 春 信の 傑作で ある。 ただし， 
全体 的に いって， 可憐な 花柳 女性が こ う 沢山 集まって は少々 食傷 気味の 感に 陥る。 

ここまで， 短 かくで は あるが 春 信の 作画の 発展と 衰微の 概略 を 述べて きたが， 肉筆 や 線描 画に ついては 一 
言 も 触れて きていない。 肉筆 は 僅かに I2 点 程が 図録に 収め られ ている 力；， 一般的に いって それら は 傑出 した 
ものと はいえず， その内 幾つか は 版画の 意匠と 関連 してお り， 恐 ら く 版画に 基づいて 描かれた もので はない 
かと 思う。 全体として 肉筆の 技俩を 良く ものにして 描いた もの は 見られない。 春 信の 落款の ある 下絵" がー 
点 現存す るが,' この 画風と 落款と は， 司 馬 江漢の 作と される 版画に 相似して いる。 ことのつ まり， 絵師と 
しての 春 信の 業績 を 総括 せんとす る 場合に 頼む 作品 は， ほとんど 全部が 一端 再生 過程と いう もの を 経た 版画 
や 絵本 だ， という ことになる。 しかし， この 点と 剽窃の 点からの み 割り出して， 「春 信 は 傑出した 版画 は 幾 
つか 描いた が 二流 どころ の 絵師で ある」 といった 曖昧で どちらと もっかない 結論に 頼って しまって 宜しいで 
あろう 力、。 6 年間 世間に 確固と した 人気 を 保ち， 錦絵と いえば 春 信と もて 離され， 当時 一般の 浮世 絵師 は 疎 
力、 豊信 ゃ清満 といった 以前に 春 信が 模倣まで した 先輩に さえ その 先導 を 認められ ていた 絵師 —— これ 程の 
絵師であった 春 信 は， 浮世絵 界に 傑出した 数人の 一人と して 数えられるべき である。 歌 麿と 写 楽 は 春 信 同 
様， ほとんど その 版画 作品の みから 評価され ている が， 彼等 は 世界的 水準の 画家と みなされ ている。 春 信 も 
ま た 世界的な 基準で 測 り 得る 者で ある か， ま たは 単に 浮世絵 版画の 圏内 で 評価 されるべき 者 か， という 点 は 
興味の ある 問題で ある。 

ここに 展示され ている 数々 の 作品と， 合せて 他に 幾 百と 存在す る 優美 この 上ない 作品の 絵師 を うんぬんす 
る 手 だて を 見つけよ う とする こと 自体が， 不必要な 企てな のか も しれない。 総てが いいつく された 後,. 春 信 

に 最も 適して いるの は， ゴン クールが ヮ ト —に 付いていった， 「優美 そのもの:  いうにいわれぬ 筆致が 女 

性に 魅力， 媚， 単なる 容姿の 美し さ を 超越した 美 を 与える …… リズムに 連て 鼓動す る 優美 さ， その 調和した 
歩みの 動き はなに かしらの 調べに 手繰 寄せられて 進む 舞で ある」。 春 信の 乙女 達 も 楽の 音に つれて 踊る よ う 
に 動き， その 色彩 は 具象 化された 音楽と なる。 

東洋と 西洋の 画家の 比較 を 試みる の は 無意味で ある， という ことが 何故かし らしば しばい われる。 それ は 
さて 置いて， 春 信の 地位 を 世界の 画壇に 評価し よ う とすると， 結局のと ころ i8 世紀 フランスの 画家との 類比 
になる ので はない かと 思う。 ヮ トーの 「ランディ フユ ラン」 の 中に 春 信の 数多 描いた 若衆 や 伊達者 を 見出し， 
「恋文」 の 情景に フ ラ ゴナー ルが春 信と ほぼ 時 を 同じう して 描いた 同 主題の 絵 （フリック 'ギャラ リ 一蔵） 
との 類似点 を 求める の は， あま りに掛離れた試みでぁろ ぅカ^^ 江戸と パリ— に は， 良く 似た ちょっと いい 難 
いような わざとら しさが あり， 共に， 世に もまれな 豪奢な 衣裳 を 着飾った 若者の 美し さや 道楽に 心 を 費やす， 
という ところが 見られる。 そして， 春 信が 仕上げの 段階で は 彫師ゃ 摺師の 手に 頼まなければ ならな かづた と 
しても， その 間の 以心伝心の 結び付きが 初めの ィ ンスピ レー ショ ンを あますところなく 収め，' むしろ， 才智 
に 豊んだ 解釈で その 効果 を 増した ともい え， こう した 絵師と 彫 師摺師 との 掛 合いの 関係が， 暗示 や 漠然とし 
た 要素 を 補強し 明瞭 化し， 若い 乙女の 魅力 を 一層 ひき 立た せる ことと なった ので ある。 

14 フランツ. ヴ アン ツイン ガー， 「新 発見の 春 信 下絵」， パンテオン， XXVI1/4, ミュンヘン， 1969 年刊， に 図版 掲載。 
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春 信が もっと 長生き をした と したら どのよ うな 業績 を 残した だろう， という 想像が なされ もす る 力;， 前兆 
からい う と， どう も 面白味の ない 反復と 平凡 極り ない 終焉と いう ことにな つていた ので はなかろう 力、。 春 信 
のように 美しい 魅惑の 世界 を 描く 画家 は， 精力に 乏しく， その 創造性が 長続きし ないで 干 上って しまう とい 
うの は 以前から 語られる ところで ある。 力';， それ にもかかわらず， 春 信が 短い 制作 期間 中に 示した 創造性 

は， 作品に 見られる 若々 しい 要素と 相俟って， 40 歳 を 越えて 歿した 者と はいえ， 早 逝の 天才 —— モー ッ アル 
ト， キーツ， ピアズ レーの あまりに 早くき たった 終焉 由に， その 詩情と 技巧が 一層 迫って 感じられる 天才 
達 —— の 姿 を 彷彿させる ものが ある。  ' 


目録 作成に 当って 


版画 寸法： 春 信の 作品の 大半 は 中判で， 約2 Sxaocm である。 また 細 版 は 通常 約 30.5〜33  X  i4〜i6.5  cm, 大 
判 は 約 38x26cm, 柱 絵 約 66〜73.5Xii.5〜i2.5cm である。 

画 題： 吉田暎 二 氏の 「春 信 全集」 にある もの を 採用し， これに 掲載ない もの は 普及して 居る と 思われる 
題名に 習った。 

色：  目録 中 特に 指定した 以外 は， すべて 錦絵で ある。 色彩に ついては 特別な 場合の み を 記した。 色 

種， 色 数に ついては 正確 性が 常に 問題になる の と ， 図版 解説 を 多く 写真に 頼 ら ねばな ら なかった 
ところから， ここで は 省略した。 

'制作 年 日： 絵 暦 その他 作品 中に 直接 年 日 を 明らかにする 要素の ある 場合 を!^ いて は， 画風に 基いて 年代 を 指 
定 して ある 力；， この 点 異論 も ある 事と 思う。  - 

落款 形態と 年代の 関係 を 見る と，. 早期の ほぼ 宝 暦 9〜13 年 （1759〜63) の 落款 以後， 春 信が 再び 
規則的に 落款 を 入れ 始める の は， 明 和 3 年 （1766) 終り 乃至 明 和 4 年 （1767) 初め 頃と 思われる。 
この間の 落款 形態 は 一様に 「鈴 木 春 信 画」 である。 春 信の 中核 期， 明 和 3 年 （1766) 末から 明 和 5 
年 （1768) 半ばの 作品の 多くに もこの 「鈴 木 春 信 画」 の 落款に なって 居る。 単に 「春 信 画」 となつ 
た 落款 形態 は 「鈴 木 春 信 画」 落款が 未だ 使用され ている 時と 重複して 現れ， 明 和 4 年 （1767) 後半 
以降から 継続して 描かれた 揃 物に この 事実が 顕著に 示されて 居る。 「鈴 木 春 信 画」 の 落款 は， 
春 信の 死に 至る 迄 間々 用いられ たので， 単なる 落款 形態の みから 年代 を 割り出す 事 は 出来ず， そ 
れを 助ける 一要素と なる のみで ある。 

後摺の 例が 存在す る 場合に は， その 再版 年 日 を 問題と せず すべて 初 措の 年 日の 下に 記して あ 
る。 たとえば， 明 和 2 年 （1765) の 絵 暦から 大小 符号 を 取り除いて 後年 再版した 場合に も， 明 和 
2 年の 下に 記した。 

既刊 行 図録との 参照： 「版画 再録」 （Print  Reproduced) と あるの は， 参照 図録が ここに ある 版画 そのもの を 再 
録 して 居る 場合， 「主題 再録」 （Subject  Reproduced) と あるの は， 同 画で あるが， ここに ある 版画 
そのもの を 再録した ので はない 場合で ある。 

感謝の 辞： 目録 作成に 当って， 翻訳 並びに 考証の 点で， 口 ジャー • キーズ 'i 食 子' キーズ 夫妻から 多大の 援 
助 を 戴いた 事に 感謝の 意 を 表したい。 
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Cataloguer's  Notes 


SIZES 

The  great  majority  of  Harunobu's  prints  are  in  the  chilban  format,  roughly  1 1  x  8  inches.  Hosoban 
are  normally  about  12/13  x  5^/6  inches;  dbcm,  15x10  inches;  and  hashira-e,  pillar  prints,  some  26/29 
X4I/5  inches. 

TITLES 

Where  a  print  does  not  bear  a  title,  one  has  been  provided,  simply  as  a  means  of  easy  reference. 
Where  a  title  has  already  been  given  previously  (as,  for  instance,  in  the  A.LC.  Harmohf),  it  has 
been  retained. 

COLOURS 

Unless  otherwise  stated  in  the  catalogue,  the  prints  are  in  full  nishiki-e  technique.  Colour  has  only 
been  mentioned  specifically  in  exceptional  cases.  Descriptions  of  colours,  or  a  count  of  colour- 
blocks,  are  fraught  with  difficulties,  and  in  any  case  the  catalogue  notes,  in  many  instances,  have 
had  to  be  based  upon  photographs. 

DATING 

In  some  instances,  and  particularly  in  the  case  of  calendar  prints,  internal  evidence  allows  a  fairly 
accurate  dating  ；  in  the  remainder,  a  date  has  been  hazarded  largely  on  stylistic  grounds,  and  is 
bound  to  be  contentious. 1 he  form  of  signature  used  has  some  bearing.  After  his  earliest  prints,  say 
from  1759  to  1763,  Harunobu  does  not  seem  to  have  begun  again  to  sign  prints  regularly  until  as 
late  as  the  end  of  1766,  or  even  early  1767.  The  first  signatures  then  used  were  invariably  in  the 
same  full  form  that  had  appeared  on  the  actor-prints  of  the  early  1760s,  vi^.  'Suzuki  Harunobu  ga，. 
A  great  number  of  prints  with  this  signature  fall  clearly  into  the  artist's  miadle  period,  i.e.  late  1766 
to  mid  1768.  rhe  abbreviated  'Harunobu  ga，  signature  began  to  appear  on  prints  whilst  the  full 
signature  was  still  in  use,  and  this  is  particularly  noticeable  in  sets  designed  over  a  period  of  time 
from  late  1767  onwards.  As  Harunobu  continued  to  sign  occasionally  with  the  full  signature  rieht 
up  to  the  time  of  his  death,  the  form  of  signature  can  only  be  treated  as  one  factor  in  attempting  to 
arrange  the  prints  in  chronological  order. 

Where  two  or  more  states  of  a  print  are  known,  the  print,  irrespective  of  its  state,  has  been  placed 
in  the  chronological  order  on  the  basis  of  the  first  issue:  for  instance,  reprints  of  1765  calendars, 
with  the  calendric  symbols  removed,  ana  issued  anything  from  one  to  four  years  after  the  original 
issue  date,  are  placed  with  the  1765  prints. 

REPRODUCTION   IN   FORMER  PUBLICATIONS 

'Print  reproduced'  refers  to  the  actual  specimen  exhibited ；  'Subject  reproduced',  to  another  im- 
pression of  the  same  print. 

cataloguer's  acknowledgment 

The  cataloguer  expresses  his  warm  thanks  to  Roger  and  Keiko  Keyes  who  not  only  made  the 
Japanese  translation,  but  generally  gave  unstinting  help  in  elucidating  Japanese  texts  and  suggest- 
ing valuable  ideas,  data,  and  lines  of  enquiry. 
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The  Actor  Ichimura  Kamezo  in  Character 

市川龟 蔵の 瀬 川 わた ぽち し 売り 橘 屋彦宗 
(市 村 座， 宝 暦 13 年 II 月） 


1 lls^ あ 1 


I  The  Actor  Ichimura  Kamezo  in  Character 

Hoso-ban  heni^itri-e 

Ichimura  Kamezo  in  the  role  of  Taira  no  Takashige  disguised  as  Tachibanaya  Hikomune,  a  pedlar 
of  cotton  hats  {watabdshi  urt).  He  is  standing  near  a  box  labelled  Segawa  imtabdshi,  which  is  provided 
with  shoulder-straps  for  carrying  it  upon  the  back.  The  inscriptions  give,  at  the  right,  the  names  of 
the  actor  and  his  role,  followed  by  his  haimyd^  Kakitsu,  and  on  the  left,  a  verse : 

Hana  nagara  tsumoru  hikage  ya  kiku  no  wata 

'Cotton  of  the  chrysanthemums,  amassing  whilst  the  flowers  bloom  in  the  sun' 

There  is  a  reference  in  the  verse  to  the  'cotton'  crest  of  Segawa  Kikunojo.  \Segawa  watahdshr  were 
the  purple  caps  required  as  covering  for  the  shaved  foreheads  of  female  impersonators  {pnnagatd), 
Kikunojd  was  a  particularly  handsome  and  popular  actor  and  the  'Segawa  caps'  enjoyed  a  great 
vogue  at  the  period. 

Kamezo  played  this  part  in  the  drama  \hm-mw!iji  Date  no  Okido,  performed  at  the  Ichimura  Theatre 
in  the  nth  month  of  1760.  One  can  assume  that  the  print  appeared  about  the  same  time,  and  it  is 
thus  the  earliest  known  datable  print  of  the  artist  with  the  exception  of  the  print  illustrated  in 
Yoshida,  No. 27,  which  relates  to  a  play  of  the  3rd  month  of  the  same  year. 

It  is  noticeable  that  this,  and  a  few  other  actor-prints  of  slightly  later  date,  follow  the  form  of 
certain  Kiyomitsu  prints  of  large-size  hosoban  type,  which  have  the  name  of  the  actor  and  a  poem 
by  Joa,  and  were  published  by  Matsue  (for  example,  see  A.I.C.  Har/inoh//,  4).  Harunobu's  prints 
are  in  a  reduced  format,  with  an  anonymous  poem,  and  an  unknown  publisher. 

Signature :  Suzuki  Harunobu  hitsu 

Publisher :  Dai,  Suzuki 

Date:  1760 

Print  reproduced :  Noguchi,  1940  (in  which  the  author  wrongly  dates  the  print  1762),  PI. 10  (p. 49 
and  p. 1 20,  No. 5);  Yoshida,  No.  19;  A.I.C.  Hanmobii,  p. 2 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


2  The  Actor  Segawa  Kikunojo  II  as  the  Nun  Seigen 

Hashira-e  (3 -colour-block)  {pern,  yellow  and  blue) 

Segawa  Kikunojo  II  as  the  bik/mi  (nun)  Seigen,  in  the  play  Hoshi  Aoba  Higashiyama  no  Sakae^  per- 
formed at  the  Ichimura  Theatre  in  the  nth  month  of  1763.  Seigen  wears  the  black  shoulder  cloth, 
and  carries  the  basket-hat  and  shakuhachi  in  brocade  case,  all  attributes  of  the  Ko 画 sd. 

The  actor's  name  is  given  above,  followed  by  his  haimy5、  Roko,  and  the  verse  reads : 

Utaguchi  ya  tsuyu  shippori  to  rembo-take 

'The  mouthpiece  of  the  flute  is  drenched  with  dew:  the  bamboo  of  love' 

The  actor  in  the  same  role  is  depicted  by  Kiyomitsu  in  a  print  of  the  same  format  (reproduced 
A.I.C.  Primitives^  No. 33)  and  it  is  instructive  to  compare  the  two  artists'  work  at  a  time  when 
Harunobu  was  moving  away  from  Kiyomitsu  towards  Sukenobu. 

Signature :  Suzuki  Harunobu  hitsu;  seal  Harunobu 

Publisher :  Tomita 

Date:  1765 

Former  Collection :  Fenollosa 

Print  reproduced:  A.I.C.  Harunobu^  No. 2，  p. to 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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The  Actor  Segawa  Kikunojo  II  as  the  Nun  Scigen 
二 代 瀬 川 菊 之丞の 虚無僧 （宝 暦 13 年 9 月， 市 t'f 座の 尼淸玄 か） 


The  Poet  Sojo  Henjo 


Hoso-han  "！ i'\"-e  (4-colour - block) 

A  priest  standing-  on  a  verandah  at  the  comer  of  a  temple  built  on  poles  over  a lake  and  looking 
down  at  lotus  flowering  in  the  water.  Above,  in  a  square  cartouche,  is  a  portrait  of  the  poet  Sojo 
Henjo  and,  at  the  riyht-hand  side,  another  cartouche  bearing  a  well-known  poem  of  his,  translated 
(A.LC.  Harmomi) : 

'O  for  a  heart  like  the  lotus  that  springs  stainless  from  the  mud,  the  dew  on  its  leaves  like 
precious  yems.' 

One  of  a  set  of  the  Kokkasen  'The  ； Mx  Immortal  Poets'.  The  six,  chosen  by  Ki  no  Tsurayuki  in  his 
preface  to  the  anthology  Komnshtl^  a  compilation  of  the  early  years  of  the  loth  century,  were  Ari- 
wara  no  Narihira;  Ono  no  ivomachi;  Sojo  Henjo;  Kisen  Hoshi;  Bunya  no  Yasuhide;  and  Otomo 
no  Kuranushi.  fhey  are  a  frequent  subject  for  Japanese  artists  of  all  schools. 

Signature :  Suzuki  Harunobu  ga 

Publisher's  mark:  Moto  (Iwato-ya  Gempachi) 

Date:    1 763/4 

Print  illustrated:  A.LC.  Harmoh"  No. 7,  p バ ； Yoshida,  No. 42 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 

4  The  Poet  Ariwara  no  Narihira 

Hoso-han  〃//で/ (4- colour-block) 

rhe  poet  Ariwara  no  Narihira  standing  on  a  verandah  of  a  garden  house,  in  the  costume  of  a  Heian 
courtier  and  gazing  out  at  the  full  moon  riding  overhead. 

This  is  from  the  same  Kokkasen  set  as  the  last,  has  a  picture  of  Narihira  in  the  square  cartouche,  and 
a  poem,  in  the  upright  cartouche,  which  appears  both  in  the  Ise  Monogatari,  Section  lxxxviii  (where 
a  preamble  explains  that  the  poem  was  recited  by  one  of  a  gathering  of  friends  'no  longer  all  that 
young')  and  in  Kokifishil^  xvii,  879 :  'Generally,  we  avoid  praising  the  moon;  for  as  she  grows  to  the 
full,  men  become  older'. 

Signature:  Suzuki  Harunobu  ga 

Publisher :  Moto  (Iwato-ya  Gempachi) 

Date:  1763/4 

Print  illustrated:  Ledoux,  1944,  No. 5  ；  A.LC.  Harumbt"  No. 8,  p. 5 
SuD)ect  illustrated:  Waterhouse,  Hanmobii  and  his  age.  No. 14,  p. 69 
Lender :  The  Art  Institute  of  Chicago,  Clarence  BucKingham  Collection 

5  Chinese  Poet  and  Page  in  a  Boat 

Hoso-bafi  ？? n-\!t-e  (3 -colour-block  print) 

After  a  heavy  snowfall, a  Chinese  scholar  is  in  a  boat,  a  boy  standing  at  the  stern  poling  it  along, 
past  a  pavilion  on  piles  over  the  river,  with  bamboos  weighted  down  by  snow  around  it,  a  full 
moon  overhead.  At  right  a  Chinese  poem: 

'In  a  boat  on  a  cold  night,  discussing  the  "six  flowers",  the  zenith  and  lower  air  meming 

in  the  brilliance  of  the  moon.' 
Signature:  Harunobu  ga 
Publisher :  Moto  (Iwato-ya  Gempachi) 
Date:  r.1763/4 

Lender :  Mr  John  H.  Van  Vleck 
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3  The  Poet  So  go  Hcnjo 
3 六 歌仙 僧正 遍照 


4  The  Poet  Ariwara  no  Narihira 
4 . 六 歌仙 在 原 業 平 


ノ  - 

一 


Chinese  Poet  and  Page  in  a  Boat 
船中 唐詩 人 


6  The  Discovery  of  Kogo  no  Tsubone 
6 嵯峨の 源 仲 国と 小 督の局 


6  The  Discovery  of  Kogo  no  Tsubone 


Double  hoso-han  (5 -colour-block  print) 

This  illustrates  a  story  of  the  12th  century  from  the  Heike  Monogatari  which  hinges  on  the  accom- 
plishment of  the  nobility  at  that  time  as  musicians.  Kogo  no  Tsubone,  a  beautiful  young  attendant 
on  the  Empress  Kenrei-mon-in,  daughter  of  the  formidable  Tsura  no  Kiyomori,  had  become  the 
concubine  of  the  Emperor  Takakura.  The  Empress,  fearful  for  the  succession  of  her  own  son, 
persuaded  Kiyomori  to  have  Kogo  poisoned,  but  the  girl,  learning  of  his  intention,  fled  the  court 
and  went  into  hiding  in  a  small  house  at  Saga.  Takakura  at  once  instituted  a  search  for  her,  but  it 
was  not  until  two  years  had  passed  that  Nakakuni,  one  of  the  courtiers,  discovered  her  by  his 
ability  to  identify  her  playing  of  the  koto  as  he  passed  her  house  in  Saga.  He  makes  himself  known 
to  her  by  playing  the  flute,  which  she  in  turn  recognizes,  and  he  is  able  to  deliver  the  Imperial 
message  recalling  her  to  the  Court.  Hamnobu  has  illustrated  the  moment  when  the  mounted 
Nakakuni  accompanied  by  his  page  is  announcing  himself  by  his  flute  outside  the  garden  gate  of 
the  Saga  house,  and  Kogo,  seated  in  a  room  beyond  a  raised  siidare^  is  playing  the  koto. 

The  poem  on  the  conventional  cloud  is  by  Sugawara  no  Michizane  from  the  anthology  of  Chinese 
and  Japanese  verses  Wakan  Rdei  Shii,  The  poem  is  in  Chinese  form  (Kanbun)  and  is  translated : 

'The  many  layers  or  thick  silk  look  so  heavy  that  we  resent  the  heartlessness  of  the  weavers. 
The  musicians  play  their  long  accompaniment  unceasingly,  and  we  become  angry  because 
the  orchestra  does  not  finish.' 

(The  poem  expresses  sympathy  with  a  dancing  girl.) 

The  format  is  unusual,  and  if,  as  seems  likely  on  stylistic  grounds,  this  print  was  published  in  say 
1763  or  4,  the  colour  printing  was  unusually  complex,  though  still  far  different  from  the  nishiki-e 
technique  introduced  in  1765. 

Signature :  Harunobu  ga  ' 
Publisher :  Yamamura 
Date:  。 1 763/4 

Former  collection :  Shraubstadter 
Print  published :  A.I.C.  Harunobu  No.  19 

Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


7  A  YoungWoman  in  a  Summer  Shower 

Chaban 

As  a  sudden  rain  storm  breaks,  a  young  woman  runs  towards  the  clothes  hanging  to  dry  on  a  bam- 
boo line,  carrying  in  her  hand  a  stick  forked  at  one  end  for  lifting  down  the  bamboo,  and  in  her 
haste,  losing  one  of  her  geta  (wooden  clogs). 

This  is  a  calendar  print  for  1765.  The  character  dai  and  the  long  months  of  1765  (2,  3,  5,  6,  8,  and 
10)  appear  on  the  kimono  blowing  in  the  wind,  and  the  words  kinoto  tori  (the  position  of  1765  in  the 
sexagenary  cycle)  on  the  obi. 

The  enchanting  figure  of  the  girl  is  repeated  by  Harunobu  almost  unaltered  in  a  print  in  Ebon 
Chiyo-no-matsii  of  1767  (see  Catalogue  No.  147). 

Signatures: 

(at  left) 

Hakusei  Ko  (conceiver)  ；  seal, Sho  Hakusei  in 

(at  bottom  right) 
Gako  (artist)  ；  Suzuki  Harunobu 
し h6k6  (block-cutter)  ；  Endo  Goryo 
Suriko  (printer)  ；  Yumoto  Koshi 

Print  reproduced:  Japanese  Prints  -  A  Selection  from  the  Charles  J.  Morse  and  Jared  K.  Morse 
Collection,  Wadsworth  Atheneum,  Hartford,  195 1,  Pl.ix，  No. 47;  Jack  Hillier,  Japanese  Masters  of 
The  Colour  Prints  ic)S4,  PI. 16;  A.I.C.  Hamnoh/i^  No. 24,  p. 12 

Subject  reproduced :  Vignier  and  Inada,  Harmob//,  1910,  No. 26,  Pl.v;  Yoshida,  No. 109 
Former  collection:  Morse 

Lender :  The  Art  Institute  ot  Chicago,  Clarence  Buckingham  Collection 
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A  Young  Woman  in  n  Summer  Shower 

夕立 （絵 暦） 


8  Little  Peachling:  A  Mitate 


Chubanjoko-e 

A  courtesan  emerging  from  a  peach  slit  down  the  middle  and  framed  in  leaves  and  blossom.  She  is 
wearing  a  ki 議 no  patterned  with  origami  (folded  paper)  cranes  and  bearing  the  symbol  and  numerals 
for  the  'long'  months  of  1765. 

This  curious  subject  is  presumably  a  mitate  of  the  well-known  fairy  tale  of  Momotaro  or  'Little 
Peachling'  who  emerged  from  a  peach  rescued  from  the  river  by  a  wood-cutter's  wife.  The  peacti 
is  also,  of  course,  one  of  the  symbols  of  longevity,  and  would  naturally  form  the  ideal  basis  for  a 
New  Year's  siirimono. 

Signatures : 

Shoko  Ko;  seal, Ri u)i-in 

Suzuki  Harunobu  ga 

Sekine  Kaei  koku  (block-cutter) 

Date:  1765 

This  appears  to  be  an  extremely  rare  print  and,  so  far  as  the  cataloguer  can  discover,  this  is  the  first 
time  it  has  been  published. 

Lender :  Portland  Art  Museum 


Hiiiiiii-iMttiii  lit,  iiritfMiii^aifi  iiMiniiiiifiiii'ii  fur 

9  Visit  to  a  Shrine  at  the  Hour  of  the  Ox 
9 丑 時詣り （絵 暦） 


齡求 * 信 あ 


9  Visit  to  a  Shrine  at  the  Hour  of  the  Ox 


Chuban 

A  young  woman  approaching  a  cryptomeria  beneath  a  temple  torii  at  the  side  of  a  river.  In  her  hands 
she  carries  nails,  and  a  hammer  to  drive  them  into  the  tree.  This  is  Harunobu's  version  of  a  cere- 
mony known  as  the  ashi-toki-mairi  (Ox-hour-visit),  performed  at  dead  of  night  (the  Ox  hour  is 
from  2  to  4  a.m.)  and  meant  to  spite  either  faithless  lover  or  successful  rival.  Normally,  a  straw 
effigy  was  nailed  to  a  tree  near  the  shrine  of  Fudo,  appropriate  curses  being  incanted  during  the  act. 
Harunobu  has  omitted  the  effigy  and  the  woman  is  not  wearing  the  iron  crown  bearing  three 
candles  normally  worn  for  the  ceremony.  A  full  account  of  the  practice  is  given  by  Dr  Griffis  in  his 
'The  Mikado's  Empire'  (p. 474)  and  he  also  reports  having  seen  trees  'plentifully  studded  with  nails' 
and  'scarred  and  stained  by  rust'. 

This  is  a  calendar  print  for  1*765，  the  long  and  short  months  for  that  year  appearing  in  the  light 
patches  of  the  pattern  on  the  girl's  ki 誦 no. 

The  naturalness  of  the  drawing  of  the  tree  is  noteworthy,  and  being  dated  certainly  refutes  the 
theory  that  prints  showing  this  feature  are  probably  Shiba  Kokan,  post- 1770,  forgeries. 

Signature: 

Suzuki  Harunobu  ga 

Sekine  Kaei  koku  (block-cutter) 

Seal: ivm  (presumably  that  of  the  'conceiver') 

Date:  1765 

Subject  reproduced:  Yoshida  No.  107;  A.I.C.  Harunobu^  No. 35,  p.  19;  N.H.B.Z.,  Vol.i,  No. 2^0 
Lender :  Mr  Hans  Popper 


10  The  Water  Vendor  (second  state) 

Chuhan 

A  boy  pedlar  of  cool  drinks  walking  with  wooden  buckets  suspended  at  either  end  of  a  pole 
carried  on  his  right  shoulder.  In  a  tray  supported  over  one  of  the  buckets  are  bowls  for  serving 
water,  and  below  the  tray  is  a  board  advertising  'Kyusui  (Imperial  or  'Dragon'  water).  The  inscrip- 
tion is  devised  with  incredible  inp-enuity  from  the  numerals  2,  3,  5,  6,  8,  and 10,  the  long  months 
for  1765 .  The  colour  of  this  print  makes  its  impact  mainly  by  the  pink  background,  used  here,  and 
in  a  few  other  prints  by  Harunobu,  with  exquisite  effect. 

Unsigned 

Date:  ^.1765 /6 

Print  reproduced :  Fuller  Sale  Catalogue,  1945,  No. 58;  Jack  Hillier,  K^ale  Catalogue^  1970,  No. 67 
Former  collection :  Fenellosa;  Fuller;  Levinson;  Ripin. 

First  impressions  of  this  print  bear  the  signature  of  Toko  ko  (the  'conceiver')  and  also  the  names  of 
Suzuki  Harunobu,  and  the  block-cutter,  Takahashi  Rosen.  An  impression  of  this  state  is  repro- 
duced in  A.I.C.  Hem 動 I 川, p. 19.  A later,  presumably  third,  state  is  described  next  in  this  catalogue. 

Lender :  Mr  and  Mrs  Richard  P.  Gale 


1 1  The  Water  Vendor  (third  state) 

Chuhan 

A later  version  of  the  print  last-described,  the  main  differences  bein?  the  provision  of  a  conven- 
tional cloud  form  with  scalloped  edge  at  the  top  of  the  print  and  the  signature,  probably  not  from 
the  artist's  hand.  Most  calendar  prints  when  re-issued  later  had  the  numerals  for  the  long  and  short 
months  removed,  but  the  characters  Kytlsin  have  been  left,  no  doubt  because  the  diseuise  or  the 
calendrical  numerals  was  so  perfect. 

Signature :  Harunobu  ga 

Date:  r.1770 

Print  reproduced :  Philadelphia  Museum  Bulletin,  VoI.xlii,  No. 211,  November  1946,  p.7 
Lender:  Philadelphia  Museum  of  Art,  given  by  Mrs  Anne  Archbold 
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lo  The  Water  Vendor  (second  state) 
10 水 売り （絵 暦 後 措 a) 


II  The  Water  Vendor  (third  state) 
II 水 売り （絵 暦後擂 b) 


12  Gathering  Lotus  Flowers 

12 採 蓮 二 美人 （絵 暦） 


1 2  Gathering  Lotus  Flowers 

Chiibanyoko-e 

Two  girls  are  in  a  boat  at  the  edge  of  a lotus  pool,  one  bending  over  the  side  to  cut  a lotus  flower, 
the  other  languidly  holding  the  pole  and  about  to  fix  a  pin  in  her  hair. 

This  is  the  second  state ；  the  first  is  a  1765  calendar  print,  incorporating  the  characters  Meiwa  ni 
(second  year  or  Meiwa  1765)  and  the  numerals  for  the  long  months  in  the  obi  design  of  the  bending 
girl.  This  state  also  bears  the  signature  and  seal  of  Kyosen. 

In  the  second  state,  the  numerals  on  the  obi  of  the  left-hand  girl  have  been  removed  and  the  pattern 
changed,  and  various  changes  in  colour  have  occurred,  including  the  use  of  pink  in  the  background. 
The  Kyosen  signature  and  seal  were  also  removed  (they  are  lacking  in  the  A.I.C.  impression  men- 
tioned below)  but  have  been  added  to  this  impression  from  re-cut  blocks. 

This  design,  with  slight  changes  in  the  pose  of  the  girl  at  the  right,  was  re-used  by  Harunobu  in 
Vol.2  of  the  J" 層ノ /-printed  Ehon  Chiyo-no-matsu  of  1767  (see  No.  147). 

Signature :  Kyosen  ko;  seal,  Kyosen  no  in  (but  see  remarks  above) 

Date:  1765  /6 

Subject  reproduced :  The  first  state  -  A.I.C.  Harimohtt^  No. 26,  p. 14;  N.H.B.Z.,  Vol.i,  No. 254;  the 
second  state  -  A.I.C.  Harmolm,  No. 27,  p. 14;  Yoshida,  No. 79 

Lender :  Mr  Hans  Popper 


13   Shoki  Carryinp-  wrl 

CMban 

Shoki,  the  uemon-queller,  is  carrying  a  girl  on  his  back  and  she  holds  up  an  umbrella  against  the 
slanting  rain. 

Shoki,  adopted  by  the  Japanese  from  the  Chinese  mythology,  became  an  immensely  popular  figure, 
usually  shown  overcoming  evil  little  devils.  He  was  given  a  number  of  other  attributes  of  wiaely 
differing  character  associated  with  manly  virtues,  and  so  is  usually  displayed  in  the  Boy's  Festival, 
but  he  is  also  known  as  a  woman-hater.  The  classical  artists  usually  show  him  in  his  major  role  of 
Demon-queller:  the  Ukiyo-e,  quick  always  to  stress  the  scandalous,  often  depict  him  in  compromis- 
ing situations  such  as  that  shown  in  this  print.  Harunobu  has  heightened  the  parodic  intent  of  the 
print  by  drawing  Shoki  in  the  ink  outline  of  the  Kano  school  artists,  whilst  the  girl  is  in  obviously 
Ukiyo-e  style.  Moreover,  the  pick-a-back  transport  has  subtle  allusions,  certainly  not  lost  on  the 
sophisticated  audience  for  whom  the  print  was  intended,  to  a  famous  elopement  scene  in  the  amor- 
ous romance  ise  Monogatori\  and  to  the  plight  of  the  14th  century  Omori  Hirokicni  who,  carrying  a 
distressed  damsel  on  his  back,  was  horrified  to  discover  from  her  reflection  seen  in  a  stream  that  she 
was  a  she-devil. 

This  is  the  second  version  of  the  print.  The  first  was  a  calendar  print  for  1765,  bearing  the  calendric 
symbols,  and  the  signatures  of  Takahashi  Rosen  cho,  block-cutter,  and  of  the  artist  Harunobu 
(illustrated  in  Vigrder  and  Inada,  Harmobi"  1910,  No. 24,  Pl.v,  and  in  U.T.，  iv，  154).  Apart  from  the 
differences  occasioned  by  the  removal  of  the  calendric  symbols,  there  are  other  key-block  changes, 
in  particular  the  lines  of  the  rain. 

Unsip-ned 

Date:  ci-jG) /6 

Former  collections :  Litchfield;  Tregaskis;  Baker;  Chandler 

Print  reproduced :  Baker  Sale  Catalop^ue  1916,  No. 62;  Michener,  Japanese  Prints  from  the  Early 
Masters  to  the  Modern  (Japan,  1959),  No.ioi,  p. 94  and  p. 264;  Yoshida  No.i  5 1 

Lender :  Honolulu  Academy  of  Arts,  James  A.  Michener  Collection 
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13  Shoki  Carrying  Gir, 

13 鐘馗 と美 人 （絵 暦） 


1 4  The  Letter 

Chtlban 

A  young  woman  seated  on  a  kotatsit  reading  one  end  of  a long  scroll  letter,  her  lover,  kneeling  at 
her  side,  and  covered  by  a  futon 、  reading  the  other  end  of  the  letter.  The  shon  is  drawn  back  and 
snow-covered  bamboos  can  be  seen  beyond  the  verandah  and  also  through  the  circular  window. 

The  'love-letter'  is  in  fact  a  calendar  for  1765  giving  the  full  poetic  names  of  the  dai  no  tsnki  (long 
months)  and  the  sho  (short  months)  as  well  as  the  date  Meiwa  2  and  the  words  kinoto  no  tori  no  tosbi 
(the  Cock  Year). 

Various  fanciful  mi t ate  have  been  suggested  for  this  scene,  one  that  it  represents  the  famous  'Letter- 
reading'  scene  in  the  Chushingura  drama,  when  the  spy  hidden  beneath  the  verandah  contrives  to 
read  a letter  held  by  someone  up  above  ；  another  that  the  girl  is  meant  to  represent  the  deity  Fugen, 
who  is  usually  depicted  on  an  elephant.  There  is  nothing  very  substantial  in  the  design  to  connect 
it  with  either  of  these  alternatives,  but  the  taste  or  the  period  was  for  subtle,  ambivalent  mitate 
involving  well-known  passages  from  classical  or  Kabuki  literature  and  Harunobu  mav  well  have 
intended  an  ambiguous  reference  to  either  or  even  both. 

Unsigned 

Seal:  Sho  Hakusei m 
Date:  1765 

Former  collection :  Harold  R.  Warner 

Print  reproduced:  A.I.C.  Hanmohu^  No. 29,  p.  16 

； subject  reproduced :  Michener,  Japanese  Prints  from  the  Early  Masters  to  the  Modern  (Japan  1959), 
PI. 109  and  p. 265  ；  rokyo  National  Museum  Catalogue,  Vol.i,  p. 429 

Some  impressions  of  the  print  are  known  with  a  different  seal,  so  far  unread.  An  impression  ex 
Oeder  collection  is  illustrated  in  Paul  Brandt  Sale  Catalogue,  16  December  1964,  No. 307,  PLviii, 
and  in  Japanische  Hol:^schmtte  x\eiierhiingen  der  Sanimlnng  Theodor  Scheiive  (Miinster  1909;,  No.  28.  A 
later  re-cut  version  with  Harunobu  signature  is  also  known,  and  an  impression  is  exhibited  alongside 
(No. 1 5)  (see  Michener,  op.  cit"  No. 108  and  p. 265). 

Lender :  The  Art  Institute  of  Chicago,  gift  of  Harold  R.  Warner 


1 5  The  Letter  (later  version) 

Chfihan 

The  composition  of  the  figures  follows  that  of  the  earlier  version  (No.  14  in  this  catalogue)  though 
the  position  of  the  girl's  arms  differs ,  and  thev  are  set  similarly  in  the  corner  of  a  room.  The  snow- 
laden  bamboo  remains,  but  the  verandah  opening-  has  been  replaced  by  a  bamboo-barred  window. 
The  circular  window  has  gone  and  a  tstiitate  extends  from  the  wall  to  a  position  close  behind  the 
couple.  The  letter  no  longer  makes  sense,  the  names  of  the  months  having  been  replaced  by  largely 
mock-characters . 

It  is  difficult  to  decide  how  much  later  after  the  1765  e-goyomi  this  print  was  designed  but  judging 
by  the  more  fluid  line  of  the  figures  and  the  rather  monotonous  wall-patterning",  as  well  as  p-enerally 
less  refined  colour-printinp-,  it  could  possibly  be  as  late  as  1768/9. 

Signature :  Harunobu  ga 

Date:    1 768/9 

:5UDject  reproduced :  Michener,  Japanese  Prints  from  the  Early  Masters  to  the  Modern  (Japan,  iqsq), 
No.ToS,  p. 265  ；  Yosnida,  No. 230, 

Lender:  Miss  Edith  Ehrman 
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14  I  lie  Letter 

14 文 数 (初 措) 


15  The  Letter  (later  version) 
15 文 読む 男女 （再 刻） 


i6  The  Faithful  Wife 


Chuban 

A  woman  standing  at  the  opening  in  the  sbdji,  the  edges  of  her  figure  seen  through  the  semi- 
transparent  paper.  Outside  there  is  a  verandah  and  a large  stepping  stone  at  the  entrance-way  to 
the  house. 

This  is  the  right-hand  sheet  of  a  diptych,  the  companion  sheet  depicting  a  young  man  crouching 
behind  a  woven  fence.  The  diptych  is  taken  to  illustrate  episode  xxii  in  the  he  Monogatori^  which 
recounts  how  a  merchant  returning  home  after  a long  absence  during  which  he  has  taken  a  second 
wife  is  curious  to  test  the  constancy  or  his  first  wife.  He  hears  her  recite  a  poem  full  of  anxiety  for 
her  absent  husband. 

The  diptych  is  yet  another  e-gqyomi  for  1765.  On  the  girl's  obi  are  the  characters  Meiwa  2  Year  of 
the  Cock  and  the  sign  for  'long'  months  {dai)  and  the  numerals  for  the  'short'  months,  i,  4,  7,  9, 
II,  and  12  are  in  white  reserve  hidden  among  the  snow-laden  willow-wands  patterning  her  sleeves. 
The  numerals  for  the  long  months  are  in  the  roundels  decorating  the  man's  trousers. 

Unsigned 

Seal  of  Rono  (presumably  the  'conceiver') 
Date:  1765 

Print  reproduced :  Jenkins,  'Five  Harunobu  Prints  from  the  Ladd  Collection:  An  Approach  to  the 
Problem  of  Dating',  Portland  Art  Museum  Notes  on  the  Collection^  No. 8  (Portland,  Oregon,  1968) 
Subject  reproduced :  The  full  diptych  一  Noguchi,  1940,  PI. 23;  A.I.C.  Harmoh"  No. 25,  p.i 3 ; 
(Yoshida,  Nos.68  and  154,  does  not  connect  the  two  halves).  Impressions  of  the  second  state  are 
reproduced  in  Hayashi  Catalogue,  1902,  No. ^07  (V),  p. 192;  Haviland  Sale  Catalogue,  February 
1924,  No. 57;  and  Gale  Catalogue,  1970,  No. 66 

It  is  interesting  to  note  that  the  last  print  in  Vol. 2  of  the  Ebon  Hara  no  Nishiki  has  sufficient  simi- 
larity to  this  print  to  suggest  it  may  have  been  based  on  the  e-gojomi. 

Lender:  Portland  Art  Museum 
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i6  The  Faithful  Wife 

16 伊勢 物語 （絵 暦） （二 枚 続き 右) 


I  "7  The  Three  Sake  Tasters 


Chaban 

Three  women  enacting,  /v/ なな- wise,  a  traditional  subject  usually  portrayed  with  an  all-male  cast  and 
personifying  Shaka,  or  Buddha,  Koshi,  or  Confucius,  and  Roshi,  or  Lao  Tsze,  the  underlying  moral 
being  that  all  religions  came  from  a  common  source,  the  differences  lying  in  individual  interpreta- 
tion. The  women,  two  in  the  vermilion  naga-hakama  of  the  Japanese  court,  the  third  with  her  hair 
dressed  in  a  Chinese  style,  stand  around  a  huge  jar  of  sake.  ' 

Unsigned 

Date:  r.1765/6 

1 his  is  a  re-cut  version  of  an  e-goyonn  for  1765,  which  bears  the  signature  of  the  'conceiver，  Suikodo 
Sakei,  the  British  Museum  impression  of  which  is  illustrated  in  Waterhouse,  Harmobu  and  his  age、 

around  the  jar,  and  the  outline  of  the  cloud  omitted  ；  but  there  are  clear  differences  in  the  outlines 
of  the  figures  which  make  it  obvious  that  the  keyblock  has  been  re-cut. 

A  third  state  is  known,  probably  intermediary  between  the  British  Museum  e-goyomi  and  the  print 
here  described.  This  is  printed  from  the  changed  line-block  for  the  figures,  but  has  an  outlined 
cloud,  and  bears  the  same  signature  as  the  e-goyomi,  Yoshida  N0.135  illustrates  a  fourth  state  from 
the  re-cut  block  without  apparently  any  background  colour  or  cloud  form.  See  also  Vignier  and 
Inada,  Haninohii^  1910,  No. 245,  Pl.xxii. 

None  of  the  various  known  versions  bears  a  signature,  and  although  this  print  has  always  been 
attributed  to  Harunobu,  it  is  one  or  those  on  which  an  open  mind  should  be  maintained.  Certain  of 
Komatsuken  Hyakki's  signed  prints,  and  in  particular  A.LC.  Harmolv"  No. 2  (p.ibb;,  are  too  close 
to  be  ignored,  and  it  cannot  be  overlooked  that  a  number  of  Komatsuken, s  prints  were  assigned  to 
Harunobu,  until  impressions  bearing  his  signature  came  to  light  (e.g.  A.LC.  Harmobu^  N0.4, 
p.  1 67). 

Lender :  Philadelphia  Museum  of  Art,  given  by  Mrs  John  D.  Rockefeller 
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■■■■■■Hn^ ^义， 


い 丄"' ''- -— . --^ffii ま lr;r'、- 、"マけ nn'rirt 纩^  . 
ly  丁 he  fhrcc  Sake  Tasters 

17    Jl 立 吸 三教 （小 松 軒 か） （絵 K 再 刻 後 ffl) 


1 8  A  Mitate  of  Jo  and  Uba 

Chuban  diptych 

A  youthful  couple  half-turned  towards  each  other  in  front  of  sliding  screens  bearing  a  painting  of 
an  ancient  pine  tree.  The  youth  holds  a  garden  rake,  the  girl a  twig  broom,  and  by  these  symbols 
we  recognize  that  Harunobu  intends  a  mitate  of  the  old  couple  Jo  and  Uba,  who  typify  conjugal 
happiness  and  longevity.  They  are  a  far  cry  from  the  aged  pair  who  appear  in  the  i  jth-century  No 
play  Takasago  ；  there  they  represent  the  spirits  of  the  Pine  Trees,  of  Takasago  in  Harima  and  of 
Saminoe  in  Settsu,  and  are  shown  sweeping  up  the  pine  needles  beneath  the  trees,  in  which  occupa- 
tion they  have  grown  old  together.  It  is  typical  of  Harunobu's  approach  that  these  two,  the  very 
symbols  of  longevity  and  long  service,  should  be  depicted  as  a  couple  so  obviously  young  and  un- 
fitted for  manual  labour. 

This  is  another  calendar  print  for  1765.  The  long  months  appear  at  neck  and  skirt  of  the  youth's 
undcT'/^mo/zo  and  the  actual  era  date,  Meiwa  2,  and  the  cyclical  notation  kinoto  tor"  on  the  tie  across 
his  chest. Ine  character  tori  ('Cock'  Year)  serves  as  a  mon  on  his  right  sleeve.  The  numerals  of  the 
'short'  months  are  dotted  about  the  girl's  mmono, 

Ihis  is  a  particularly  rare  diptych :  only  one  other  impression  of  the  left-hand  sheet  appears  to  be 
recorded  (Yoshida,  74). 

Unsigned 

Date:  1765 

Print  reproduced :  Ledoux,  1944,  No. 4;  Gale  Catalogue,  1970,  No. 65 

Subject  reproduced :  Yoshida,  No. 74;  Vignier  and  Inada,  Harmoh"  1910,  No. 3 7  (right  hand  sheet 
only) 

Former  collections :  Fenellosa;  jvane;  Ledoux 
Lender :  Mr  and  Mrs  Richard  P.  Gale 
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i8  A  Mitate  of  Jo  and  Uba 


i8 見 立, e; 砂 （絵 暦) 


i8  A  Mitate  of  Jo  and  Uba 
i8 見 立 高 砂 （絵 暦） 


-.^  ： も ネ 


ず 


メ 


19  Girl  Dii?qine  at  Bamboo  Shoots 
19 見 立孟宗 （絵 暦） 


19  Girl  Digging  at  Bamboo  Shoots 

Chuhan 

A  girl  wearing  a  straw  cape  and  a  round  sedge  hat  stands  in  the  deep  snow  among  bamboos  and  is 
digging  at  bamboo  shoots  with  a  mattock.  This  is  clearly  a  niitate  of  Moso,  one  of  the  'Twenty-four 
Paragons  of  Filial  Piety',  who,  wishing  to  satisfy  a  craving  of  his  sick  mother,  went  out  despon- 
dently with  his  mattock,  and  at  the  first  blow,  magically  the  succulent  shoots  broke  through  the 
ice-bound  snow. 

This  is  the  second  version  of  an  e-goyomi  for  1765.  The  calendar  print,  of  which  only  a  much  cut 
down  impression  is  recorded  (Hayashi  Catalogue,  No. 384,  reproduced  p. 168  and  also  in  U.T.,  5, 
No. 42)  has  the  character  Dai,  and  the  numerals  for  the  long  months  disguised  among  the  bamboo 
leaves.  In  the  later  version,  those  numerals  rather  obvious  because  of  cross  bars  (for  example  the 
figure  10),  have  been  altered,  others  remaining  untouched. 

Unsigned 

Date  r.  1 76  5/6 

Subject  reproduced :  Haviland  Sale  Catalogue,  June  1923,  No. 80;  Ledoux,  1944,  No.  19;  Gale 
Catalogue,  1970,  No. 64;  Gillot  Sale  Catalogue,  1904,  No. 225  ；  Yoshida  No. 93  ；  and  elsewhere 

Lender:  Mrs  Edwin  Grabhorn 


20  The  Archery  Gallery 

Chabm  yoko  -  e 

This,  the  right-hand  sheet  of  a  diptych,  shows  a  girl ― perhaps  the  archery  gallery  attendant 一 
fitting  an  unbarbed  arrow  to  her  bow.  Beside  ner  on  the  floor  are  an  arrow  stand  and  two  further 
bows.  The  left-hand  sheet  shows  the  target  at  the  other  end  of  the  range  and  a  girl  bending  to 
recover  the  spent  arrows  on  the  floor  in  front.  Attached  to  the  small  target  by  a  weighted  line  is  a 
bell,  and  as  the  arrows  had  no  point  and  could  not  therefore  penetrate  the  target,  the  object  seemed 
to  be  simply  to  ring  the  bell  by  striking  the  target.  Archery  galleries  or  this  and  other  kinds  seem 
like  rifle  ranges  in  Western  amusement  arcades  to  have  been  a  feature  of  Edo  entertainment,  and 
figure  in  the  paintings  and  prints  of  a  number  of  Ukiyo-e  artists.  Probably  the  earliest  printed 
Ukiyo-e  depiction  is  in  the  Yoshmarajd  bimsho  ('Yoshiwara  epistle'),  not  dated,  but  about  1660/1. 

The  present  print  is  the  earliest  state,  an  e-goyomi  for  1765.  The  nengo^  year  period,  is  given  in  clear 
on  the  arrow  stand  -  the  Cock  Year,  Meiwa  2  ―  and  the  'long'  months  in  fancy  seal  characters  in 
the  roundels  on  the  girl's  ohi. 

No  impression  of  the  comparable  state  of  the  left  hand  sheet  has  been  recorded :  those  reproduced 
(Vignier  and  Inada,  Harmob!"  1910,  Catalogue  No. 31  ；  the  Bunkyo  Matsuki  Sale  Catalogue, 
February  1908,  and  Tajima,  Masterpieces  Selected from  the  Ukiyo-e  School,  Vol. 3,  p  99)  are  in  the  colours 
of  a later  period,  and  none  has  the  numerals  one  would  have  expected  to  complete  the  calendar. 

Unsigned 

Seal  of  the  collector  Wakai 
Date:  1765 

Print  reproduced:  Ficke  Second  Sale  Catalogue,  1925,  N0.57;  Ledoux,  1944,  No. 3;  The  Muse 冊" 
Winter  1953,  p. 5,  published  by  the  Newark  Museum,  195  3  ；  Yoshida,  No. 168 

Former  collections :  Wakai  ；  Manzi  ；  Ficke  ；  Ledoux 

Lender:  The  Newark  Museum 
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20  The  Archerv  Gallery 


20 矢場 （絵 暦） 


21   Girl  Musician  on  a  Ho-6 

Chilban  joko-€ 

A  girl  riding  on  the  back  of  a  bd-d  (phoenix)  as  it  hovers  over  a  flowering  kiri  (pawlonia)  plant. 
She  is  carrying  a  wind-instrument  known  as  a  sho  and  looks  down  over  her  left  shoulder  towards 
the  pawlonia. 

The  ho'd  (Chinese  Feng)  is  associated  with  a  number  of  Chinese  immortals  and  sien-jen  (sennin)  both 
male  and  female,  but  as  a  mitate  is  almost  certainly  intended  in  this  print,  it  is  more  likely  to  allude 
to  a  man  and  Siao  She  suggests  himself.  He  was  a  famous  flautist  of  the  6th  century  B.C.  who 
charmed  the  Veng  birds  from  the  skies  with  his  playing,  and  after  imparting  his  magic  to  his  wife 
took  to  the  sky  on  the  back  of  his  Veng  accompanied  by  her  riding  a  dragon.  The  most  likely  woman 
subject  for  the  mitate  would  be  Lao  Yu  (Rogvoku)  a  female  Sien  who  is  usually  shown  riding  on  a 
¥mg.  Alternatively  the  girl  may  simply  represent  a  Buddhist  'angel' (t ennui) ^  depicted  a la  mode. 

The  long  months  for  Meiwa  2  (1765)  are  worked  into  the  plum-blossom  pattern  of  her  sleeves. 

Unsigned 

Date:  1765 

:5ub)ect  reproduced :  Vignier  and  Inada,  Harunohu^  1910,  No. 37,  Pl.iii;  Yoshida,  No. 82 ；  A.I.C. 
Harmobii,  No. "  ，  p.  1 8 

Lender:  The  Metropolitan  Museum  of  Art,  The  Howard  Mansneid  Collection ；  Purchase,  Rogers 
Fund,  1936 
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Burning  Maple  Leaves 
紅葉 焚き （絵 暦 後 措） 


22  Burning  Maple  Leaves 


Chiihan 

A  girl  in  court-servant  dress,  sitting  on  her  heels  and  tending  a  fire  of  maple  leaves  blazing  in  a 
hanging  iron  basket,  turns  to  receive  a  tan^^akji  offered  to  her  by  woman  standing  outside  the  gar- 
den fence.  At  left,  also  beyond  the  fence,  is  a  maple  in  autumn  colouring. 

The  allusion  here  is  to  a  favourite  story.  Takakura,  a  12th-century  Emperor  of  Japan,  observes  his 
court  servants  heating  sake  over  a  fire  of  maple  leaves  but  this,  instead  of  incurring  his  displeasure, 
as  thev  feared,  charms  him  by  the  recollection  it  brings  of  a  poem  by  the  much- loved  Chinese  poet 
Haku  Rakuten  (Po  Chui). 

rhis  impression  is  the  second  state  or  the  print.  The  first  is  a  calendar  print  for  1765,  the  nengd  and 
long  months  being  marked  on  the  tan^aka.  An  impression  of  the  first  state  is  illustrated  in  A.I.C. 
Harimobu^  No. 37,  p. 20. 

Unsigned 

Date:  1765/6 

Lender :  Mr  Hans  Popper 


23  Two  Young  Women  Reading  a  Letter 

Chiihan 

Two  girls,  one  standing  and  fingering  her  hair-pin,  the  other  on  one  knee,  each  holding  one  end  of 
the  letter  that  the  kneeling  girl  is  reading.  The  letter,  and  the  besom  on  the  floor  indicate  a  mitate 
of  Kanzan  and  Jittoku,  two  Chinese  poets  (Han-shan  and  Shih-te)  that  the  Japanese  took  to  their 
hearts,  artists  of  classical  and  popular  schools  alike  repeatedly  depicting  them,  either  'straight'  or, 
more  often,  by  inference.  Kanzan,  however  much  he  aimed  at  being  a  hermit,  liked  the  good  things 
of  life  too  strongly,  and  sought  the  companionship  of  Jittoku  the  scullion  of  a  nearby  monastery, 
with  whom  he  could  indulge  his  weakness  for  food  and  drink  and  convivial  companionship. 
Hence  the  symbols :  the  letter,  representing  the  poetry  of  Kanzan,  the  besom,  Jittoku's  menial 
occupation.  Ledoux  thought  that  the  meaningless  scrawl  on  the  letter  suggests  Zen  scorn  for  the 
comprehensible  written  word, 

Designwise,  this  is  an  early  example  of  Harunobu's  trick  of  setting  off  the  undulating  lines  of  his 
figures  against  the  uncompromisingly  straight  lines  of  wall  and  floor:  here  the  closed  fmmna, 
accentuated  by  the  bold  circles  of  the  metal  grips,  form  a  framework  upon  which  the  foreground 
figures  almost  revolve  in  the  direction  taken  by  the  sweep  of  the  letter. 

Curiously  enough,  although  one  of  the  Kyosen-conceived  designs,  no  impression  has  been  found 
with  calendric  symbols,  though  the  style  and  the  restrained  colouring  point  to  a  1765  date. 

Signatures :  Kyosen  ko;  seal,  Kyosen  no  in 

Suzuki  Harunobu  ga 

Date:  "765 /6 

Former  collections :  Haviland;  Ledoux 

Print  reproduced:  Haviland  Catalogue,  November  1922,  No. 62;  Yoshida,  No.i  10;  Ledoux,  1944, 
No. 6;  Stern,  Master  Prints  of  Japan.  Ukiyo-e  Hanga,  No. 48 

No  other  impressions  seem  to  be  known  in  reproduction 

Lender :  Miss  ndith  Ehrman 
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23  Two  Young  Women  Reading  a  Letter 
23    ii 立 寒 山 拾 f ひ （絵 暦） 


24—3  5  Eight  Parlour  Views 


A  set  of  eight  chtlhan  prints 

The  'Eight  Parlour  Views'  form  one  of  the  most  remarkable  sets  of  Japanese  prints  extant.  It  was 
the  major  work  designed  by  Harunobu  for  Kyosen,  a  series  of  elaborate  mitate  on  the  classical 
'Eight  Views',  designed  by  the  artist  at  the  height  of  his  powers  and  printed  with  supreme  crafts- 
manship : and  this  is  Kyosen's  own  personal  set,  preserved  almost  unimpaired  by  virtue  of  it  having 
been  hidden  away  for  something  like  one  hundred  and  sixty  years.  The  set  was  part  of  the  great 
collection  formed  by  Alexander  G.  Mosle,  and  passed  from  him  to  the  Buckingham  Collection.  It 
was  purchased  in  its  original  wrapper,  bearing  Kyosen's  name  and  personal  seals  (described  in 
Catalogue,  No. 24).  It  was  clearly  a  de  luxe  publication  in  a  very  limited  edition  presumably  intended 
for  members  of  the  Kyosen  Renshu,  and  that  would  account  for  the  great  rarity  of  prints  in  the 
first  state  bearing  the  signature  and  seal  of  Kyosen.  The  prints  were  not  designed  as  e-gqyomi  but 
probably  appeared  in  1766.  The  prints  were  re-issued  by  the  publisher  Shokokado,  this  time  with 
out  the  signature  and  seals,  enclosed  in  a  wrapper  differing  from  the  first,  bearing  the  signature 
Suzuki  Harunobu  and  also  the  title  of  the  eight  prints  (reproduced  in  Ukiyo-e^  No. 48,  June  1919, 
in  the  Memorial  Catalogue,  1920,  and  in  U.T.,  Vol. 4,  Nos. 25-34).  The  order  in  which  the  prints 
appear  on  the  wrapper  is  followed  in  this  catalogue. 

Prints  of  a  still  later  edition,  or  editions,  bear  the  signature  of  Harunobu.  In  this  exhibition,  im- 
pressions of  two  of  these  later  issues  have  been  hung  alongside  prints  of  the  original  edition. 

The  'Eight  Views'  had,  long  before  Harunobu,  become  the  accepted  basis  for  more  or  less  whimsi- 
cal or  extravagant  mitate.  The  original  'Eight  Views'  were  classical  Chinese  landscapes  depicting 
famous  scenes  at  eight  particular  times  and  occasions :  Autumn  Moon ；  Evening  Glow;  Evening 
Bell  of  the  Temple  ；  Evening  Snow;  Night  Rain;  Returning  Boats;  Clear  Sky;  and  Geese  Descend- 
ing. The  same  canon  of  views  was  applied  by  the  Japanese  to  their  own  Lake  Biwa,  and  to  many 
other  well-known  places,  and  then,  by  transposition,  to  any  manner  of  other  inappropriate  settings 
of  which  Harunobu's  is  a  perfect  example.  He  was  not  the  first  to  apply  the  'Eight  Views'  to  indoor 
life.  An  article  in  Ufziyoye  no  Kenkju,  Vol. i ,  No. 4,  p. 24  (unsigned)  traces  the  earliest  example  in 
literature  to  a  series  of  poems  written  by  a  1 3 -year  old  boy  in  1725  who  invented  the  Zash'mi  tiakkei 
subjects,  but  few  artists  ever  treated  the  mitate  with  greater  wit  and  sophistication  than  Harunobu 
in  this  set. 

Kiyonaga  designed  two  ZMshiki  riakkei  sets  based  on  the  same  poems  as  those  which  inspired 
Harunobu's  treatment,  the  first  (Hirano,  Nos. 104-10)  copying  Harunobu's  compositions  very 
closely,  the  other  (Hirano,  Nos. 118-25)  completely  original.  Yoshida,  in  U^ijo-e  Jiten,  points  out 
that  Koryusai  and  Kitao  Masanobu  also  designed ん ashiki  Hakkei, 


24  The  Wrapper  for  the  'Eight  Parlour  Views'  Set 

This  is  the  paper  wrapper  for  the  set  of  eight  prints  described  above.  It  is  decorated  with  a  karakasa 
(scrolled  floral)  pattern  in  blue-green  on  light  grey  ground,  ihe  title  Zashiki  Hakkei  is  in  seal  script 
in  the  centre,  with  the  words  Yilrju-e-aivase^  'A  Collection  of  Elegant  Pictures',  above.  At  rio-ht  is  the 
name  of  the  'conceiver',  Josei-sanjin  Kyosen  ko,  and  at  left,  now  very  faint,  are  two  seals,  the 
upper,  gourd - shaped,  reading  Josei-sanjin;  the  other,  Kyosen  no  in. 

Lender :  The  Art  Institute  of  Chicago, し larence  Buckingham  Collection 
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24  The  Wrapper  lor  the  'l-.ight  Parlour  Views'  ^ict 
24-35    «C 敷 八景. （旧 P- 川 蔵） 

24 ゆ: 敷 八^ 袋 表 


2  5   The  'Clearing  Weather'  of  the  Fan  [Ogi  no  seiran) 

Chftban 

A  young  woman  wafting  her  fan  at  head  height,  leaving  her  home  closely  followed  by  a  maid  who 
is  carrying  a  bundle  under  her  arm  wrapped  in  a  f 訓 shiki  (a  cloth  wrapper).  The  stirring  of  the  air 
by  the  fan  is  intended  to  signify  the  'clearine  weather'. 

The  subject,  and  especially  the  slight  figure  of  the  maid,  glancing  forwards  with  her  head  turned 
back  over  her  shoulder,  was  almost  traditional  and  Harunobu  had  already  used  it  earlier  in  a  boso-e 
print  of  a  girl  and  her  maid  leaving  Tomiyoshi  store  in  Jt^do,  almost  exactly  on  the  lines  of  prints 
by  Kiyomitsu  and  iviyohiro  who  themselves  had  used  a  Sukenobu  book  illustration  as  the  basis 
for  their  designs.  Nor  did  it  end  there :  Kiyonaga  also  borrowed  the  motif  and  used  it  with  little 
alteration  in  three  prints  in  the  early  part  of  his  career. 

The  colours  differ  in  later  editions,  but  the  blocks  were  unchanged,  except  for  the  elimination  of 
the  Kyosen  signature  and  seal  and  the  addition,  for  the  third  edition,  of  the  Harunobu  signature. 

； Mgrmture:  Kyosen 

Seal:  Kyosen  no  in 

Date:  f. lybb 

Print  reproduced :  Mosle  Catalogue,  1914,  PI.clvi;  Gookin,  Descriptive  Catalogue  of  Japanese  colour 
prints  ''The  Collection  of  Alexander  Mosle\  Leipzig,  1927,  No.  50;  A.LC.  Hanmobn,  No.  5  9,  p. 39 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


26  Night  Rain  on  the  Daisu  {Daisu  No  Yau) 

Chuhan 

Kneeling  beside  a  ciats!"  the  rack,  or  double-shelf  for  storing  tea-ceremony  equipment,  a  girl  has 
fallen  asleep  and  a  young  boy  is  mischievously  sticking  a  pin  with  a long  paper  streamer  into  her 
hair,  another  girl  standing  and  looking  on.  On  the  daisu  is  a  kettle,  and  it  is  clear  from  the  set  of 
poems  of  1725  referred  to  earlier  that  the  allusion  to  'Night  Rain'  is  the  sound  of  water  boiling  in 
the  kettle. 

Signature :  Kyosen;  seals,  Josei  Sanjin  and  Kyosen  no  in 
Date: に 1*766 

Print  reproduced :  Mosle  Catalogue,  1914,  PI.cliv;  Gookm,  op.  cit"  No.  5 1  ；  A.LC.  Hanmobu, 
No. 65,  p. 42 

Lender:  The  Art  Institute  or し hicago,  Clarence  Buckingham  Collection 

27  The  Autumn  Moon  of  the  Mirror  (Kyodai  no  dmgetsu) 

Chuhan 

A  woman  kneels  in  front  of  the  mirror  on  a  dressing  stand,  having  her  hair  dressed  by  a  maid- 
servant also  on  her  knees.  At  right  is  a  t suit  ate  bearing  a  painting  of  a  karashishi  (a  Chinese  lion) 
leaping  over  waves,  and  through  the  open  window  can  be  seen  seeding  susiiki  (grass)  bending 
beneath  the  breeze. 

The  grasses  are  presumably  intended  to  indicate  autumn,  and  the  mirror  the  full  moon. 
Signature :  Kyosen 
Seal:  Kyosen  no  in 
Date:  r.1766 

In  the  second  state  of  this  print  the  Kyosen  signature  is  omitted  and  a  pattern  of  kiri  has  been 
printed  on  the  dado.  In  the  third  state,  the  signature  Harunobu  ga  has  been  cut  in  white  reserve  in 
the  tatamL  Apart  from  these  block  differences,  the  colours  also  show  changes. 

Print  reproduced :  Mosle  Catalogue,  1914,  PI.cliii;  Gookin,  op.  cit"  N0.52;  A.LC.  Harmobu, 
No. 65,  p. 41 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


69 


25  The  (Clearing  Weather'  of  the  Fan  {Ogi  no  seiran) 
25  H の晴巌 


26  Night  Rain  on  the  Daisu  {Daisit  No  Yau) 
26 台 子の 夜雨 


/ 醫 


27  The  Autumn  M<jon  of  the 入 lirn>r  {Kyodai  no  ShilgelsN) 
27 鏡台の 秋 月 


28  The  Descending  Geese  of  the  Koto  Bridges  {Kotoji  no  Kakugan) 
(first  state) 

Chiiban  , 
A  young  woman  kneeling  by  her  koto  is  putting  on  ivory  finger  guards  {koto^^ume)  preparatory  to 
playing,  and  another  girl  seated  in  the  foreground  holds  a  book  entitled  'Collection  of  Koto  songs' 
(Kin-kyokihshfi)  open  in  her  hands.  The  bridges  of  the  koto-^tnngs  are  intended  to  suggest  a  skein 
of  descending  geese.  The  shoji  at  the  side  of  the  girls  is  open,  and  a  spray  of  lespede^a  projects  beyond 
the  framework. 

Impressions  of  the  second  and  third  states  are  exhibited  alongside:  Nos.29  and  30. 
Signature :  Kvosen;  seals,  Josei  Sanjin  and  Kyosen  no  in 
Date :  r.  1766 

Print  reproduced :  Mosle  Catalogue,  1914,  PI.clvi;  Gookin,  op.  cit"  No. 5 3 ；  A.I.C.  Harmob も 
No. 5 6,  p. 356 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


29  The  Descending  Geese  of  the  Koto  Bridges  (second  state) 

Chiiban 

A later  edition  of  the  foregoing  print  with  changed  colouring  and  a  new  block  added  to  represent 
wood-grain  on  the  dado  of  the  shoU, 

Signature :  None 

Date:  "I "766 

Print  reproduced :  A.I.C.  Harmwhi,  No. 57,  p. 38 
:>ubject  reproduced :  Hanmobu  Gctshf"  1927,  No. 94 

Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 

30 Ine  Descending  Geese  of  the  Koto  Bridges  (tnird  state) 

Chuban 

A  still  later  state  of  this  print,  the  main  change  in  the  blocks  being  the  insertion  ot  the  artist's 
name.  The  colours,  however,  are  totally  different,  tendine  towards  the  'green'  look  of  Koryusai 
prints  of  the  early  1770's,  and  suggesting  that  this  was  a  posthumous  edition.  There  is  little  differ- 
ence between  the  palette  employed  in  the  first  and  second  states,  but  a  world  of  difference  between 
the  second  and  third. 

Signature:  Hanmobu  ga 

Date:    1 770-2 

Lender:  Mr  John  H,  Van  Vleck 


31  The  Evening  Glow  of  the  Lamp  [Andon  no  Seimhd、 

Chuban 

A  young  woman  is  seated  reading-  a letter  by  the  light  of  an  andon^  a  portable  lamp,  a  maid  standing 
beside  it  and  adjusting;  the  wick  in  the  oil-tray.  The  room  is  open  to  the  garden,  where  a  maple 
overhangs  a  curve  in  a  stream. 

Here  the  allusion  to  the  landscape  view  is  rairlv  obvious. 
Signature:  Kyosen;  seal,  Kyosen  no  in 
Date:  ^^.1766 

Print  reproduced :  Mosle  Catalogue,  1914,  PI.clv;  Gookin,  op.  cit"  No. 5 4;  A.I.C.  Harmobu^ 
No. 68,  p. 44 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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28  The  Descending  Geese  of  the  Koto  Bridges  {Kotoji  no  Rakng^an),  first  state 
28 琴路の 落雁 （初 招） 


30  The  Descending  Geese  of  the  Koto  Bridges  (third  state) 
30 琴路の 落雁 C&:?.  b) 


31  The  Evening  Glow  of  the  Lamp  {Andon  no  Sekisho) 
31 行 燈の夕 照 


32  Returning  Sails  of  the  Towel  Rack  {Tenugui-kake  Kihan) 


Chiihan 

On  the  verandah  of  a  house,  a  girl  stoops  to  take  water  in  a  dipper  from  the  small  circular  cistern 
{cho^jihachi)  fixed  to  a  post  near  the  fence.  A  towel  pegged  to  dry  on  a  bamboo  rack,  flaps  in  the 
breeze  and  takes  the  shape  traditional  to  depictions  of  the  'Returning  Boats'  of  the  landscape  hakkeL 
Within  the  room,  beyond  the  open  shoji  another  young  woman,  her  fan  and  pipe  on  the  tatami  in 
front  of  her,  is  doing  needlework  and  has  a  piece  of  cloth  in  her  hands. 

Signature :  Kyosen;  seal,  Kyosen  no  in 

Date: にリらら 

Print  reproduced :  Mosle  Catalogue,  1914,  No.cliv;  Gookin，  op.  "•/•，  No.  5  5  ；  A.I.C,  Harimobn^ 
No. 5 8,  p. 38 

Later  editions  lack  the  Kyosen  signature  and  seal. 

No  impressions  with  a  Harunobu  signature  appear  to  have  been  recorded. 
Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


33  The  Evening  Bell  of  the し lock  {Tokei  no  Bansho) 

Chfihan 

A  young  woman  who  has  just  come  back  from  the  bath  and  sits  on  the  engaiva  in  a loose  bath-robe 
wiping  her  ear  with  a  corner  of  her  sleeve,  is  having  her  back  massaged  by  a  maidservant  crouching 
behind  her.  The  maid  turns  to  look  at  the  clock  at  the  moment  it  strikes  the  hour. 

The  right-hand  fip^ure  of  the  pirl  is  repeated  with  little  change  in  a  design  in  Ehon  Chijo-no-matsa, 
1767  (Vol.2,  f.8). 

In  the  orthodox  hakkei  the  belfry  or  the  pagoda  of  a  temple  is  seen  in  the  distance  and  one  infers 
the  'Evening  Bell' : here  the  clock  on  its  stand  replaces  them. 

Signature :  Kyosen;  seal,  Kyosen  no  in 

Date:  r.1766 

Apart  from  colour  changes,  later  issues  differ  only  in  the  omission  of  the  Kyosen  signature  and 
seal 

Print  reproduced:  Mosle  Catalogue,  1914，  No.cliii;  Gookin,  op.  cit"  N0.56;  A.L し. Harunobu^ 
No. 66,  p. 43 

Lender :  The  Art  Institute  of  Chicago,  Clarence  BucKingham  Collection 


34  Evening  Snow  on  the  Heater  {Nurioke  no  Bosetsu)  (first  state) 

Chiiban 

Two  women  in  a  room,  one  seated  and  resting  with  a  tobacco-pipe  in  her  hand,  the  other  making 
mawata,  floss-silk,  into  wadding  by  pressing  it  into  sheets  and  drying  them  over  the  dome-shaped 
heaters  called  nurioke. 

The  floss-silk  shaped  over  the  nurioke  represents  the  'evening-snow'  of  the  classical  haki^ei,  A  great 
feature  of  this  print  is  the  emphatic  blind-printing  by  which,  rather  than  ink-outline,  the 廳職 ta  is 
given  shape. 

An  impression  of  the  second  state  of  this  print  is  exhibited  alongside. 
Signature :  Kyosen;  seal,  Kyosen  no  in 
Date:  c.  I "766 

The  signature  unlike  those  in  the  remaining  seven  prints  which  are  block-printed,  is  hand-written. 
There  is  no  ready  explanation  for  this  difference,  though  it  is  the  last  print  of  the  set,  and  as  such 
might  have  called  for  special  treatment.  This  was  Kyosen's  own  personal  set,  and  possibly  he 
simply  supplied  a  signature,  omitted  from  the  key-block,  when  he  impressed  his  seal  on  the  prints. 
However,  both  these  theories  are  rendered  doubtful  by  the  existence  of  an  impression  with  a  block- 
printed  Kyosen  signature,  and  two  seals,  Josci  San] in  and  ivyosen. 

Print  reproduced:  Mosle  Catalogue,  1914,  No.clv;  Gookin,  op.  cit"  N0.57;  A.I.C.  Harnnobn, 
No. 61,  p. 40 

Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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32  Returning  Sails  of  the  丁 （>\vd  Rack  {Tai/ig/ii-kake  Kihcm) 
32 手拭の 帰帆 


34  Evening  Snow  on  the  Heater  {Nurioke  no  Bosetsu),  first  state 
34 塗 桶の 暮雪 （初 權） 


3  5  Evening  Snow  on  the  Heater  (second  state) 


Chilban 

A later  edition  of  the  last  described  print,  slight  variations  in  colour,  the  addition  of  blocks  for 
printing  patterns  on  dado  and  wall,  and  the  omission  of  the  Kyosen  seal. 

Ledoux  {HarmobN  and  Shunsho)  who  owned  a  copy  of  this  state,  roundly  stated  that  it  is  'the  best' 
because  of  the  'beautifully  embossed  designs'  on  the  walls.-  Some,  however,  may  prefer  the  un- 
cluttered spaces  of  the  first  edition;  with  the  two  impressions  side  by  side,  here  is  an  opportunity  to 
exercise  a  personal  choice. 

Unsigned 

Date:  f.1766. 

Print  reproduced :  Ficke,  First  Sale  Catalogue,  1920,  No. 96;  A.I.C  Harunobu^  No. 62,  p. 40 
^»ub]ect  reproduced :  Ledoux,  1944,  No. 27;  Gale  Catalogue,  1970,  No. 73 
Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


36  The  Face  in  the  Mirror 

Chuban 

A  courtesan  walking  with  mincing  steps  as  she  carries  her  foppish  pipe  in  her  hand  turns  to  look 
into  the  mirror  which  her  kamiiro  has  obligingly  turned  at  such  an  angle  that  the  face  of  a  passing 
komuso,  hidden  beneath  his  beehive  hat,  is  reflected.  The  figures  of  the  komiiso  and  kamtiro  are 
borrowed,  with  only  minor  changes,  from  a  design  in  Okumura  Masanobu's  picture-book  Ukijo 
Ebon  NukuMe  Dori,  Vol. 3,  f.8,  n.d"  f.1745. 

Four  states  are  known  of  this  print.  The  first  is  a  calendar  print  for  1766,  an  impression  of  which  is 
in  the  Museum  of  Fine  Arts,  Boston.  The  cyclical  signs  Meiwa  3  Hinoe Inu  (Dog  Year)  are  in  white 
reserve  on  the  kamuro\  kimono,  but  the  numerals  have  not  been  discovered,  though  it  is  thought 
they  may  be  hidden  in  the  silver-grey  pattern  in  the  man's  black  kesa.  This  print  bears  the  signature 
*Su2uki  Haninobu  ga'  and  also  the  seals  'Sekine'  and  'Kaei'  (a  block-cutter  whose  name  appears  on 
a  number  of  Haninobu's  prints  about  this  time,  e.g.  Nos.8  and  9). 

The  exhibited  print  represents  the  second  state.  The  cyclical  symbols  remain,  but  the  pattern  on 
the  kesa  has  been  removed,  and  the  block-cutter's  seals  are  lacking. 

A  third  state  is  in  the  A.I.C, ，  illustrated  in  A.I.C.  Harmolm,  No. 5 4,  p. 33  from  which  all  calendric 
markings  have  gone  and  the  heads  of  the  courtesan  and  kamuro  re-cut  (they  are  already  showing 
signs  of  wear  in  the  exhibited  print),  and  probably  the  remainder  of  the  print  also. 

A  fourth  state  is  shown  in  Yoshida,  N0.73.  Further  changes  have  been  made  in  the  pattern  of  the 
courtesan's  obi，  and  the  dress  patterns  of  the  other  two  figures. 

Signature :  Suzuki  Haninobu  ga 

Date:    1 766/7 

Lender:  Museum  of  Fine  Arts,  Boston,  John  Ware  Willard  Fund 
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36  The  Face  in  the  Mirror 

36 虚無僧と 二 美人 （絵 暦 後 措) 


37  Passing  the  Bamboo  Grove 
37 雪の 藪 （絵 暦） 


37  Passing  the  Bamboo  Grove 


Chuban 

A  young  girl  walking  right  in  the  snow  past  a  grove  of  tall  snow-laden  bamboos  and  tying  the  cord 
of  her  immensely  broad  straw  hat  under  her  chin.  On  her  pale  grey  obi  are  embossed  the  characters 
Meiwa  3  (1766)  and  the  'long  months'  for  that  year, 1, 3，  5,  6,  8,  9,  and  11. 

Signatures :  Seiha  Ko  (conceiver)  ；  seal,  Seiha 

Harunobu  ga 

Date:  1766 

Former  collection :  Bing 

Print  reproduced :  Noguchi,  Har/mob/f,  1940,  PI.17;  A.LC.  Han 瞧 h"  No. 5 2,  p. 31  ；  Yoshida,  No. 72 
Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


38  The  Emperor's  Ladies  at  Backgammon 

Chuban  joko-e 

A  Chinese  emperor,  presumed  to  be  the  T'ang  Hsuan-tsung,  sits  on  a  chair  watching  a  game  of 
backgammon  between  his  favourite  Yang  jvuei-fei  and  another  concuDine,  who  are  attended  by  two 
kneeling  maids.  A  feature  of  the  design  is  the  square  tiles  of  the  paving,  of  variegated  colour  orna- 
mented with  patterns  in  white  reserve. 

An  earlier  version  of  this  print  is  known  with  calendric  symbols  for  the  year  1766,  and  the  signature 
of  Toyoko  (Hoshi)  Ko  as  the  conceiver  of  the  design  (reproduced  in  Tokyo  National  Museum 
Catalogue,  Vol.i,  No.  5  99). 

From  Kurth's  time  onwards,  there  have  been  those  that  have  doubted  whether  Harunobu  was 
indeed  the  artist  of  this  print,  and  the  name  of  Komatsuken  Hyakki  had  been  put  forward  with 
some  justification.  Other  signed  prints  by  ivomatsuken  are  known  incorporating  features  notice- 
able also  in  this  print :  for  instance,  the  print  illustrated  in  A.LC.  Harmwbu^  No. 3,  p.  166,  a  1765 
e-gqyomiy  shows  exactly  the  same  treatment  in  the  square  tiles  of  the  paving,  and  the  right-hand 
figure  has  obvious  affinities  to  the  two  kneeling  figures  in  fhe  Emperor's  Ladies  at  Backgammon'. 
Harunobu  it  is  true  was  not  above  borrowing  from  his  associate,  and  the  possibility  that  this  print 
is  from  his  hand  cannot  be  ruled  out,  but  on  balance  the  probability  seems  to  weigh  more  heavily 
on  the  side  of  Komatsuken. 

Unsigned 

Date:  1766/7 

Former  collections :  Hayashi;  Straus  Negbaur;  Chandler 

Print  reproduced :  Kurth,  Haninobii^  1910  and  1923  ；  Straus  Neebaur  Catalogue,  1928,  No.  149; 
U.T.  IV，  91  ；  Yoshida,  246 

Subject  reproduced :  Vignier  and  Inada,  Harmobf"  1910,  No. 78,  Pl.xi;  Yoshida,  No. 245 /6 
Lender :  Honolulu  Academy  of  Arts,  James  A.  Micnener  Collection 
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38  The  Emperor's  Ladies  at  Backgammon 
38 双六 を 見る 玄宗 （小 松 軒 か） （絵 暦 後 措） 


30  Girl  Closing  Her  Ears  to  Thunder 

Chiiban 

Outside  the  green  mosquito  net  canopy  to  her  bed  a  girl  in  a loose  blue-striped  robe  is  kneelino-  and 
covering  her  ears  to  shut  out  the  noise  or  thunder,  or  possibly  smoothing  back  her  hair  the  better 
to  hear  the  footsteps  of  her  approachinp-  lover.  At  her  side  are  a lip-hted  andon  and  a  round  fan. 

Ledoux  quotes  a  dehp-htfully  appropriate  Japanese  son?  which  might  support  the  second  of  the 
two  explanations  of  the  girl's  action : 

Waiting,  waiting  for  you  outside  the  mosquito  netting;  being  bitten  by  mosquitoes  untu 
the  bells  peal  the  arrival  of  dawn.  Yet  I  do  not  mind! 

This  is  the  second  state:  the  first  forms  a  calendar  print  for  1766,  the  fan  and  the  ohi  carryino-  the 
calendric  symbols,  impressions  being  illustrated  in  Ledoux,  1944,  No. 11  and  elsewhere,  fhe  third 
state,  in  which  a  design  of  grasses  decorates  the  fan  and  which  is  signed  Marunobu,  is  illustrated  in 
U.T.,  Vol.5,No.366. 

Unsigned 

Date:  ^,1766/7 

Former  collection :  Mori 

Print  reproduced :  Mori  Sale  Catalogue,  New  York,  December  1926,  No. 30 
Lender :  Mr  and  Mrs  Richard  P.  Gale 
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39  Girl  Closing  Her  Ears  to  Thunder 
39 雷 （絵 暦 後 招） 


40   Courtesan  Parading  with  Attendants 


Chtlban 

A  courtesan  on  parade  leads  a  procession  of  two  child  attendants  (a  boy  and  a  girl)  and  two  sbin':^d , 
the  group  moving  left  under  briefly  indicated  conventional  clouds,  the  background  otherwise 
being  blank. 

The  absence  of  a  background  and  the  somewhat  stiff  grouping  would  imply  an  early  date,  and 
although  no  impression  with  calendric  markings  has  been  recorded,  the  elaborate  colour-printing 
might  be  taken  to  be  that  of  an  e-gqyomi  reprint. 

Unsigned :  Seal  of  Hayashi  partially  defaced 

Date:  ^.1766 

Former  collections :  Hayashi ；  Frank  Lloyd  Wright;  Church 

Print  reproduced :  Church  Sale  Catalop^ue,  New  York,  1946,  No. 22 

:>UDject  reproduced:  Franz  Winzing-er,  Sou^^otiki  Harmobu,  Jeunes  Filles  et  Vemmes  Gravures  sitr  hois 
en  cotdetirs^  1956,  PL 3  ；  Gale  Catalogue,  No. 69 

Lender:  Philadelphia  Museum  of  Art,  given  by  Mrs  Moncure  Biddle  in  memory  of  Ernest  FenoUosa 
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5 


40  Courtesan  Parading  with  Attendants 
40 太夫と 充 （絵 暦 後 措か） 


41 しり urtcsiin  as  Daruma  Crossing  the  ^ca 


41 見 立 芦葉 達磨 （初 J??) 


41  Courtesan  as  Daruma  Crossing  the  Sea  {first  state) 

Chuban 

A  courtesan,  her  predominantly  pink  robes  swirling  in  a  breeze,  her  hand  restraining  the  loose  hood 
covering  her  head,  is  sailing  on  a  bamboo  near  a  bank  where  bamboos  are  growing. 

The  extensive  and  effective  use  of  gaufFrage,  kara で iri,  has  been  remarked  on  in  the  Introduction. 

The  subject  is  not  an  uncommon  one  in  Japanese  art,  and  the  Ukiyo-e  artists  enjoyed  transpositions 
of  revered  figures  in  this  kind  of  mi t ate,  Daruma,  as  the  founder  of  Zen  Buddhism,  was  one  of  the 
most  frequently  portrayed  among  all  schools  of  painting,  and  was  often  treated  in  comic  or  satiric 
fashion.  Here,  as  in  other  UKiyo-e  versions,  Harunobu  is  not  only  mocking  the  legend  that  recounts 
Daruma's  crossing  the  sea  to  Japan  on  a  reed,  or  a  bamboo,  but  also  is  evoking  the  word  daruma^ 
which  was  slang  for  a  courtesan.  A  pillar-print  by  Harunobu  exists  of  exactly  the  same  subject 
(illustrated  Ficke,  Second  Sale  Catalogue,  1925,  No. 69  and  Yoshiaa,  No. 543). 

rhe  impression  exhibited  is  the  first  state  of  the  print.  (Another  impression  is  illustrated  in  No- 
guchi,  1940,  PI. 24.)  Later  states  have  a  scalloped  cloud  outline  at  the  top  of  the  print  (illustrations 
in  Hayashi  Catalogue,  1902,  No. 388  and  plate  facing  p.  164;  Kurth,  Hariinohn,  1910,  PI. 32,  and 
Waterhouse,  Han  mob  11  and  his  age.  No. 44,  indicate  that  the  original  sky  block  was  used  in  the  second 
edition,  cut  to  the  scalloped  shape;  the  wood  grain  of  this  block  gives  the  evidence). 

Unsigned 

Date:  c.ijGGIj 

Lender :  Philadelphia  Museum  of  Art,  given  by  Mrs  Emile  Geyelin,  in  memory  of  Anne  Hampton 
Barnes 


42  Atsumori  and  Kumagai 

Chuban  joko-e 

The  death  of  the  pathetically  younp-  A*:sumori  during  the  Taira  defeat  at  Ichi-no-tam  is  one  or  the 
few  stories  of  the  Taira /Minamoto  conflict  that  suggests  that  the  combatants  were  not  entirely 
devoid  of  compassion.  Atsumori,  a  youth  of  fifteen,  fleeing  from  the  routed  Taira  and  taking  to 
the  sea  on  his  horse,  is  challenged  by  the  powerful  Minamoto  warrior  Kumagai  Jiro  Naozane,  who 
grapples  with  the  lad  and  throws  him  on  the  shore.  As  Atsumori's  helmet  falls,  Naozane  realizes  the 
youthfulness  of  his  adversary,  and  remembering  his  own  youngest  son,  would  have  spared  his  life; 
but  approaching  comrades  taunt  him,  and  he  is  driven  to  kill  the  boy.  As  Atsumori  falls,  beheaded, 
his  flute  in  its  brocade  case  falls  from  his  armour,  and  Naozane  takes  it  to  eive  to  his  son.  But  later 
Naozane  was  overcome  with  remorse  and  forsook  the  world  to  become  a  monk. 

Harunobu  depicts  the  moment  when  Naozane,  about  to  release  Atsumori,  turns  as  he  hears  the 
jeers  of  the  Taira  army  descending  a  gully  in  the  rocky  coast.  The  warrior  picture,  musha-e^  was 
hardly  Harunobu's  forte,  but  Atsumori  provided  him  with  a  sympathetic  subject,  and  he  has 
succeeded  in  giving  the  youth  the  tender  look  of  a  young  girl,  capable  of  melting  the  heart  of  his 
captor.  The  story  is  a  favourite  one  and  provides  the  basis  for  a  famous  No  by  Seami,  Atsumori. 

Signature :  Harunobu  ga 

Date:  cijbblj 

\  Former  collection:  Philippe  R.  Stoclet  (No. 87  in  May  1965  Sotheby  Sale  Catalogue) 
Hitherto  unpublished.  Another  version  of  the  subject  is  reproduced  in  Yoshida,  No. 56. 
Lender;  Miss  Edith  Ehrman 
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42  Atsumori  and  Kumagai 
42 熊 谷と 敦盛 


43  Listening  to  the  Snipe 


Chfihan 

A  young  woman  reclining  with  her  back  to  a  window,  about  to  place  a  pin  in  her  hair,  and  turning 
her  head  as  if  listening  to  the  snipe  seen  above  the  marsh  outside.  On  the  floor  are  two  volumes  of 
the  Tsiire-\!ire-gifsa^  the  'Everyday  Book'  of  Yoshida  Kenko  (1283-1350). 

This  and  the  three  following  prints  are  all  linked  and  the  factor  common  to  each  is  a  reliance,  to 
lesser  or  greater  degree,  on  a  page  of  one  of  Sukenobu's  best  known  picture-books  Ehon  Yamato 
hiji  (Illustrated  Study  of  Things  Japanese)  1735-42. 

Impressions  of  this  print  are  known  with  the  seals  of  Kyosen  (e.g.  the  British  Museum  impression 
illustrated  in  Waterhouse,  Harmobn  and  his  age.  No. 28)  and  it  is  conceivable  that  the  choice  of  sub- 
ject and  the  decision  to  use  elements  from  Sukenobu's  book-print  were  Kyosen's.  It  seems  likely 
that  'Listening  to  the  Snipe'  was  one  of  a  set  of  three  illustrating  the  same  poems  as  the  Sukenobu 
print  entitled  Sanseki  ittcii- ん ii,  'The  Three  Evenings',  in  Wmn  Yamato  biji,  a  composite  illustration  of 
three  consecutive  poems  in  the  anthology  Sbin  Ko  kin  sine,  certainly  Harunobu  more  explicitly  illus- 
trated the  three  poems  in  another  set  with  the  poem  inset  in  a  cartouche  (our  No. 45  is  one  of  the 
three).  The  print  next  described  (No. 44)  is  obviously  another  sheet  of  the  first  set  of  three  (it  does 
not  make,  as  some  have  proposed,  a  diptych  with  the  present  print)  ；  the  third  of  the  set,  as  suggest- 
ed by  Waterhouse  (to  whom  and  to  Mr  Donald  JenKins  (Associate  Curator  Oriental  Art,  Art  Inst. 
し hicago)  the  elucidation  of  the  origin  and  relationship  of  these  prints  is  largely  due)  is  possibly  the 
print  illustrated  in  Yoshida,  No.  2 16. 

So,  in  effect,  a  set  of  three  prints  commissioned  by  Kyosen  were  issued  first  without  poems;  then 
another  set  of  three  with  poems  in  which  the  background  landscapes  are  retained  ；  finally  a  com- 
posite print  (our  No. 46)  in  wiiich  the  poems  and  the  landscape  details  persist,  despite  complete 
chanp^es  in  the  compositions. 

Unsigned 

Date:  c.ijbbjj 

Subject  reproduced :  Harunobu  kjushu^  No. 64;  Yoshida,  No. 228 

Lender :  Museum  of  Fine  Arts,  Springfield,  Mass"  The  Raymond  A,  Bidwell  Collection 

44  Girl  Seated  by  a  Window  Overlooking  Cottages  on  the  Shore 

Chfihan 

As  explained  under  No. 43  this  is  thoug-ht  to  be  the  right-hand  sheet  of  the  first  set  of  three  prints 
based  on  a  page  in  Sukenobu's  EJ)on  Yamato  hip. 

A  young  woman  reclining  on  the  sill  of  a  window,  the  shdji  having  been  drawn  back.  She  rests  her 
head  upon  her  hands  and  gazes  dreamily  into  space.  Through  the  open  window  is  a  view  of  two 
thatched  cottages  on  the  shore  of  the  lake,  and  a  boat  with  a  straw  covering  moored  nearby.  A 
samisen^  and  a  plectrum  and  its  case,  are  on  the  floor  in  the  foreground. 

Unsigned 

Date:  c.ijGGjj 

Subject  reproduced :  Waterhouse,  Hanmohi  and  his  age ，  No.  29,  p. 98 

Lender :  Museum  of  Fine  Arts,  Springfield,  Mass.,  The  Raymond  A.  Bidwell  Collection 
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43  Listening  to  the  Snipe 

43 見 立 三 夕 西 行 法師 （後 摺） （祐信 挿絵の 摸写) 


44  Girl  Seated  by  a  Window  Overlooking  Cottages  on  the  Shore 
44 見 立 三 夕 権 中 納言定 家 （後摺 か） 


45  Autumn  Evening  by  the  Marsh 
45 見 立 二 夕 西 行 法師 


45  Autumn  Evening  by  the  Marsh 


Chfiban 

Two  young  women,  one  standing  and  reading  the  superscription  on  a letter  held  in  her  hand,  the 
other  on  the  floor,  beside  her,  holding  a  samisen.  Through  the  open  shoji  can  be  seen  the  rushy  edge 
of  a lake  or  marsh,  one  snipe  on  the  ground,  another  flying  down.  In  the  cartouche  right  is  a  poem 
by  Saigyo,  the  famous  priest  poet  of  the  12th  century : 

Kokoro  naki 

mi  ni  mo  aware  wa 

shirarekeri 

shigi  tatsu  sawa  no 

aki  no  yugure 

'Involuntarily  a  wistful  feeling  steals  over  me  where,  on  the  marsh,  snipe  rise  in  the 
autumn  sunset.' 

The  similarity  of  the  marsh  scene  in  the  background  to  that  of  No. 44  reveals  the  common  source 
of  the  two  prints 

Signature:  Suzuki  Harunobu  ga 

Date:  r.1767/8 

Print  reproduced:  Jenkins,  'Five  Harunobu  Prints  from  the  Ladd  Collection:  An  approach  to  the 
problem  of  dating',  Portland  Art  Museum  Notes  on  the  Collection,  No. 8 

Subject  reproduced :  Waterhouse,  Hanmobn  and  his  age.  No.  30,  p. 100 

Lender :  Portland  Art  Museum 


46  Three  Women  near  an  Open  Verandah 

Triple  hoso-han 

Three  young  women  in  an し shaped  room  of  a  house  open  to  a lake,  where  the  snipe  at  left  and  the 
cottages  and  moored  boat  at  right  immediately  connect  the  scene  with  the  backgrounds  of  the 
previous  prints  No. 44  and  No. 45. 

The  girl  at  the  left  kneels  with  letter-paper  in  her  hand  moistening  the  tip  of  her  brush  in  her  mouth 
before  writing  ；  the  girl  at  the  centre  is  standing  nursing  a  cat  in  the  bosom  of  her  kimono  and  turning 
her  head  right  towards  the  third  girl,  who  is  kneelinp-  at  the  window  resting  her  arm  on  the  sill  and 
propping  her  head  on  her  sleeved  hands. 

Above  are  the  same  three  poems  that  occur  in  the  Sukenobu  page  mentioned  earlier,  of  which 
Saigyo's,  above  the  kneeling  girl  left,  has  already  been  translated  under  No. 45. 

The  poem  above  the  centre  figure  is  by  Jakuren  Hoshi  (d.1202)  from  the  Shin  Kokinshtl  anthology, 
IV，  3,  61. 

Sabishisa  wa 

sono  iro  to  shi  mo 

nakarikeri 

maki  tatsu  yama  no 

aki  no  yugure 

'Loneliness:  even  colours  lack  their  warmth :  the  black  pines  of  the  mountains  in  the 
autumn  sunset.' 

At  the  right,  above  the  kneeling  girl,  is  a  poem  by  Sadaie  (Gonchunagon  Sadaie,  d.1141,  one  of  the 
compilers  of  the  Shin  Kokinshu^  iv，  363. 

Miwataseba 

hana  mo  momi)i  mo 

nakarikeri 

ura  no  tomaya  no 

aki  no  yugure 

'As  far  as  the  eye  can  see,  neither  blossom  nor  red  maple,  only  a  thatched  cottage  by  the 
shore  in  the  autumn  sunset.' 

The  'thatched  cottages'  at  the  lake  shore  was  like  a  convenient  'tag'  or  quotation  which  Harunobu 
fell  back  upon  on  a  number  of  occasions.  Apart  from  the  two  instances  shown  here  (Nos.44  to 
45)  there  is  a  chuhan  print  of  two  girls  by  a lake,  one  plucking  a  reed  (Yoshida,  No. 447)  where 


97 


46  Three  Women  near  an  Open  Verandah 
46 見 立三タ （細 版 連結 三枚 続き） 

the  scene  is  unmistakable,  and  one  or  two  others  where  it  appears  in  slightly  garbled  form. 
Signature :  Harunobu  ga 
Publisher's  mark:  Maruya  Jimpachi 
Date:  r.1770 

Print  reproduced :  Jenkirs,  op.  cit.  supra  (which  contains  an  interesting  discussion,  inter  alia  on  the 
dating  of  this  print)  Fig. 8 

Lender:  Portland  Art  Museum 

47  A  Serenade 

Chuban 

A  youth,  standing  near  a  woven  fence  to  a  garden  where  reddening  maple  and  autumn-flowering 
plants  are  growing,  is  playing  a  flute.  From  the  frequency  with  which  the  subject  appears  in  Ukiyo-e 
art  one  immediately  assumes  that  the  flautist  is  intended  for  Yoshitsune  serenading  Joruri-hime.  It 
might  also  be  anticipated  that  the  Princess  would  be  included  in  the  picture,  and  that  the  sheet 
exhibited  is  the  left  hand  of  a  diptych,  but  the  right  hand  has  not  been  recorded,  or  perhaps  not 
recognized. 

Signature:  Suzuki  Harunobu  ga 
Date: に 1767 

Print  reproduced :  A.I.C  Harunobu^  No. 98,  p. 63 

Subject  reproduced :  Yosnida,  No.  5 1 8  ；  U.T.S.,  Vol. 5,  No. 3 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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47  A  Serenade 

47 笛 を 吹く 若衆 （見 立義経 か） （二 枚 続き 左 か） 


48  Cat  Watching  Two  Butterflies 

Chiiban 

A  crouching  cat,  its  head  turned  as  he  looks  up  at  two  butterflies  flitting  above  flowering  peonies. 

Several  problems  are  posed  by  this  enchanting  print.  First,  its  subject.  It  occurs  in  early  Chinese  art 
as  well  as  repeatedly  in  Japanese,  but  the  specific  origin  and  meaning  do  not  seem  to  have  been 
explained.  Possibly,  the  cat,  with  its  well-known  propensity  in  Japanese  folklore  for  changing  its 
shape  is  meant  here  to  represent  Soshi,  under  which  name  the  Japanese  knew  the  Chinese  philoso- 
pher Chuan-tzu.  Soshi  dreamt  he  was  a  butterfly,  and  awakening,  could  not  be  sure  whether  he  was 
a  butterfly  dreaming  he  was  Soshi,  or  Soshi  dreaming  he  was  a  butterfly. 

Secondly,  the  artist.  We  can  not  be  certain  it  is  Harunobu.  No  signed  impressions  are  known,  and 
though  the  pink  background  and  the  printing  technique  in  general  may  postulate  a  date  of は，ら，, 
which  would  rule  out  Koryusai  who  might  otherwise  be  a  natural  contender,  there  can  be  no 
certainty  that  such  a  colour  was  not  employed  later.  But  every  authority  has  apreed  in  the  past  to 
accept  Harunobu  as  the  artist  and  it  is  only  because  of  the  lack  of  a  sufficient  number  of  comparable 
prints  that  any  doubt  persists.  Another  print  of  similar  subject,  but  with  begonias  in  place  of  peo- 
nies, is  also  known  (reproduced  in  Vignier  and  Inada,  Hanmobn^  1910,  No. 236,  Pl.xx),  but  though 
this  is  usually  given  to  Harunobu,  there  is  perhaps  a  stronger  case  for  Koryusai  being  the  artist. 

Unsigned 

Date:  f.1767 

Subject  reproduced :  Harmobii  Gashii,  No. 87 
Lender :  Mr  John  H.  Van  Vleck 

49  Hanging  the  Kakemono 
Chiiban 

A  young  woman  preparing  to  hang  a  painting  of  Fuji  in  a  wide  tokonoma  (alcove)  is  diverted  by  a 
cat  which  claws  her  ohi  and  causes  her  to  look  down.  Through  an  opening  on  the  shoji  there  is  a 
glimpse  beyond  the  verandah  of  a  water  cistern,  with  dipper  across  the  top,  standing  by  a  fence. 

Unsigned 

Date: に 1 76*7 

Former  collections :  La  Farge  ；  May 

Print  published :  May  Sale  Catalogue,  American  Art  Association,  New  York,  1918,  No. 45  ；  A.I.C. 
Harunobu^  No. 79,  p. 50 

Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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48  Cat  Watching  Two  Buttcrtlics 
48 猫と 蝶 


49  Hanging  the  Kakemono 

49 掛物 を掛る 美人 （見 立 女 三の 宮か） 


50  Throwing  the  Shuttle 


Chfihan 

A  young  woman  seated  at  a loom,  the  shuttle  raised  in  her  right  hand  ready  to  throw,  her  left  hand 
operating  the  crossbar.  In  the  tray  at  her  side  are  spindles  of  white  yarn.  At  her  feet,  beneath  the 
loom,  a  young  boy  is  taking  advantage  of  her  preoccupation  by  lifting  the  hem  of  her  skirt  and 
indulging  in  a little  precocious  voyeurism.  The  action  takes  place  against  an  unbroken  red-pink 
background,  ' 

Unsigned 

Date: に 1 767/8 

Narazaki,  in  The  Japanese  Print:  Its  Evolution  and  Esse^/ce^  1966,  proposes  a  date  of  around  1765  for 
this  print,  perhaps  linkine  the  pink  background  with  'The  Water  Vendor',  1765,  e-goyomi  (see 
No.  10).  The  rest  of  the  colouring  however,  and  the  style  generally,  seem  to  belong  to  a  somewhat 
later  period.  The  design  is  very  close  to  a  1765  calendar  print  (reproduced  A.I.C.  YLariinohiiy 
No. 52),  with  the  boy  added. 

Print  reproduced :  A.I.C.  Harmobt"  No. 86，  p.  5  5 

Subject  reproduced :  N.H.B.Z,,  11,  No. 26,  p. 38;  Narazaki,  op.  "•/•，  PI.21,  p. 54 
Lender:  The  Art  Institute  ot  Chicago,  Clarence  Buckingham  Collection 

5 1   Searching  for  the  Hermit 

Chuban 

A  young  woman  approaching  a  pine  tree  near  a  waterfall  cascading  from  a lake  in  a  mountainous 
repion.  She  is  accompanied  by  a  maid  who  is  carrying  a  round  summer  hat  in  one  hand  and 
gathered  mushrooms  in  the  other.  A  young  gardener  boy  who  holds  a  rake  with  which  he  has  been 
clearing  leaves,  and  whose  basket  stands  nearby,  is  pointing  to  some  place  along  the  road  right. 

The  Chinese  poem  is  by  Ku-tao  and  is  entitled  'Seeking  the  hermit,  and  not  finding  him'. 

Shoka  ni  doji ni  tou 
Iwaku  shi  saiyaku  ni  saru  to 
Tada  kono  sanchu  ni  ari 
Unkei  tokoro  o  shirazu 

'Under  the  pines  I  enquired  of  a  boy.  "The  master  has  gone  to  pick  herbs,"  he  said  "He 
is  surely  on  the  mountain  now,  but  the  clouds  are  thick,  and  I  do  not  know  where  ノ 

The  poem  is  in  Ch'uan  T'ang  Shih  IX，  p. 6693.  It  is  also  titled  'Poem  on  the  visit  of  Sun  Ko  to 
the  Reverend  Yang'.  The  print  is  very  rare,  and  does  not  seem  to  have  been  published  hitherto. 

Unsigned 

Date:  "I "768 

Lender :  Philadelphia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 
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50  Throwing  the  Shuttle 
50 機織り 


51  Searching  for  the  I  lermit 
51 尋 隠者 不遇 賈島 


5  2  Plucking  a  Branch  from  a  Neighbour's  Plum-tree 


Chuban 

Casting  off  her  sandals,  a  young  girl  has  climbed  on  to  her  companion's  back  to  reach  and  break  off 
a  branch  of  blossom  from  the  plum-tree  growing  at  the  other  side  of  a  high  wall  with  a  tiled  ridge. 
The  rigidly  parallel  and  monotonously  marked  bricks  of  the  wall  are  a  foil  to  the  fluttering  van- 
coloured  and  patterned  dresses  of  the  two  girls. 

Noguchi  (1940)  waxes  more  than  usually  extravagant  concerning  this  print,  rating  it  'one  of  the 
best  of  all  colour-prints  ever  produced  in  Japan'.  He  traces  the  design  to  something  that  'Sukenobu 
had  drawn  in  one  ot  his  illustrated  books'. 

Unsigned 

Date:  r.1768 

Former  collection:  Mansfield 

Print  reproduced:  Noguchi,  1940,  PI. 56 

Subject  reproduced :  Yoshida,  No. 214 

Lender:  The  Metropolitan  Museum  of  Art,  The  Howard  Mansfield  Collection;  Purchase,  Rogers 
Fund, 1956 

5  3   The  Bird-cage  Letter-box 

Chilban 

In  a  room  of  2ijashiki  (a  mansion),  a  youth  on  his  knees  surreptitiously  inserts  a love-letter  into  the 
bird-cage  which  the  girl  standing  before  him  is  showing  to  him.  Prominent  in  the  background  is 
the  black  timber  framework  of  a  'bell-shaped'  opening  only  partially  closed  by  the  shdji，  so  that  the 
flowering  plum  outside  can  be  seen. 

Signed :  Suzuki  Harunobu  ga 

Date:  r.1768 

Subject  reproduced :  Yoshida,  No. 448 
Lender :  Mr  Hans  Popper 

54  Young  Man  Playing  a  Ko-tsu^umi 

Chuban 

A  young  man  kneeling  before  a  tokononm  and  playing  the  small  drum  known  as  a  ko-tm で mi.  A  book, 
probably  of  music,  lies  unopened  in  front  of  him  on  the  tat  ami.  In  the  tokoncma  behind  a  vase  of 
chrysanthemums,  a  kakemono  of  Hotei,  the  God  of  Plenty,  is  hanging,  and  the  opening  in  the  shoji 
left  gives  a  view  of  a  water  cistern  and  iris  leaves  in  the  garden. 

This  seems  almost  certainly  to  form  a  diptych  with  the  print  of  a  girl  playing  a  samisen  (Yoshida, 
No. 2 3 4),  though  Yoshida  does  not  connect  the  two  prints. 

Signature  (on  the  kakemono) :  Suzuki  Harunobu  ga 

Date:  r.1768 

Former  collections :  Ledoux  ；  Marion  Cutter 

Subject  reproduced :  Harunobu  Memorial  Catalogue,  No.  5  5  ；  Yoshida,  No. 400 
Lender :  The  Toledo  Museum  of  Art,  Carrie  L.  Brown  Bequest  Fund,  195 1 
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52 I'luckm, じ a  Hraiich  from  a  Neigh bf 

52 梅 折 二 美人 


53  The  Bird-cage  Letter-box 


^ 衣會 信-典 


53 鳥籠 


5  5  Daruma  Looking  at  His  Reflection 


Chtiban 

A  young  woman  is  poling  a  boat  in  which  Daruma  is  crouching  and  studying  his  reflection  in  the 
river  as  he  uses  tweezers  to  pluck  stray  hairs  from  his  cheek.  Beyond  the  boat  is  a  spit  of  land  where 
rushes  are  growing.  Above,  there  is  the  usual  conventional  cloud  line  but  no  inscription.  Perhaps 
one  may  postulate  an  earlier  state  with  poem. 

rhe  implications  of  this  sort  of  comic  treatment  of  Daruma  have  been  mentioned  under  No. 41  of 
this  catalogue. 

Signature :  Suzuki  Harunobu  ga 

Date: に 767/8 

Former  collection:  Colonna 

Print  reproduced :  A.I.C.  Harmoh"  No. 89,  p. 57 

Subject  reproduced :  Yoshida,  No.  5  26,  Noguchi,  1940,  PI. 66 

Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 

56  Two  Young  Women  Reading  a  Letter 

Chfiban 

fwo  young  women  standing  near  an  open  shdji  partitioning  two  rooms  and  holding  a letter-scroll 
between  them.  The  girl  at  the  right  reading  the  letter  is  in  a  white  garment  denoted  by  kimekomi 
(gaufFrae-e")  and  without  stimi  outline  except  at  the  extremities.  To  the  left,  there  is  a  curtain  bearing 
a large  house  crest  in  white;  on  the  right,  quilts  are  resting  on  a large  storage  chest. 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1767/8 

Subject  reproduced:  Yoshida,  N0.219;  Narazaki/Mitchell,  The  Japanese  Print,  PI.25 
Lender:  Mr  Thomas  J.  Rosenberg 
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55  Daruma  Looking  at  his  Reflection 
55 舟 中の 達磨と 美人 


$6  Twi )  \'( >ung  Women  Reading  a  Letter 
56 文 を 読む 二 太夫 


57  Lovers  Watched  by  a  Maidservant 
57 女中に 見られた 男女 


57  Lovers  Watched  by  a  Maidservant 

Chiiban  yoko-e 

In  a  room  in  which  there  is  a  folding  screen  decorated  with  a  classical  style  landscape  and  where  a 
flowering  plum  can  be  seen  through  the  open  shop,  a  reclining  girl  is  making  overtures  to  a  reluctant 
or  timid  lover,  whose  sash  she  is  trying  to  remove.  From  the  next  room,  the  lovers  are  observed  by 
a  maidservant  lying  on  her  side  just  beyond  an  opening  in  the  fusnnm. 

Many  of  the  elements  of  the  shmga,  erotic  picture,  are  present  in  this  print:  the  season  denoted  by 
the  flowering  plum;  the  abandoned  passion  of  the  girl;  the  voyeurism  of  the  maid.  As  is  the  case 
in  many  more  explicitly  erotic  prints,  Harunobu  has  placed  his  signature  on  the  wholly  respectable 
screen,  as  if  this  might  exculpate  him  from  authorship  of  the  print  itself,  though  this  was  a  ruse 
which  everyone  used,  and  everyone  saw  through. 

Signature  (as  if  on  the  screen) :  Suzuki  Harunobu;  seal,  Harunobu;  seal  of  Blondeau  Collection 
Date:    1 767/8 

Former  collection:  Blondeau 

Subject  illustrated:  Yoshikazu  Hayashi,  'Empon  Kenkjii:  Harunobu^  1964,  p. 189 
Lender :  Mr  John  H.  Van  Vleck 
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58  wishing  for  Medaka 


Chuhan 

Two  girls  wading  barefoot  in  a  shallow  stream,  one  bending  over  the  water  and  using  a  net  to 
catch  a  shoal  of  the  tiny  fish  called  medaka  (killifish),  the  other  standing  and  admiring  what  seem  to 
be  goldfish  in  the  glass  bowl  she  holds  by  a  string. 

The  river  winds  round  a  bank  behind  the  girls,  and  iris  and  yellow  water-lilies  grow  at  the  water^s 
edge. 

A  feature  of  the  printing  is  the  subtle  suggestion  of  transparency  in  the  outer  kimono  of  the  left- 
hand  girl  achieved  by  allowing  the  red  of  the  undergarment  to  show  through  the  thin  brown  gauze 
of  the  outer. 

Unsigned 

Date:  r.1767/8 

Former  collection:  FenoUosa 

Print  reproduced:  A.I.C.  Harmioh"  No. 81,  p. 52 

Subject  reproduced :  Stern,  Master  Prints  of  Japan,  Ukiyo-e  Hanga^  No.  5  5,  p. 126  (in  colour)  ；  Yoshida, 
N0.69 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


59  Girl  on  a  Verandah  after  a  Bath 

Chuban 

A  young  woman  after  a  bath  stands  on  a  verandah  in  a  loose  jakafa  (bath-robe)  that  she  allows  to 
fall  from  her  shoulders  as  she  courts  the  warm  summer  breeze  that  stirs  the  poem-strip  tied  to  the 
clapper  of  the  wind-bell  above  her.  A  split-bamboo  blind  has  been  lowered  at  one  siae  of  the  house 
against  the  sun,  and  a  pot  of  pinks,  nadeshiko,  stands  at  the  comer  post  of  the  verandah.  Just  beyond 
the  house  is  the  margin  of  a  pond  with  clumps  of  iris  growing  near  the  bank. 

According  to  Noguchi  ( 1040)  this  print  was  probably  the  summer  subject  in  a  set  of  four  flowers 
representing  the  four  seasons,  entitled  Shimpan  Shiki  no  Hana^  'A  New  Printing :  Flowers  of  the  Four 
Seasons'.  The  paper  wrapper  of  the  set  was  at  one  time  in  the  Mihara  collection,  and  gave  Kaoya- 
hana  meaning  'a  lovely  flower',  as  the  sub-title  for  summer.  The  wrapper  gave  the  name  of  the  artist, 
and  also  of  the  block-cutter,  Matsugoro  Endo;  the  printer,  Ogawa  Hachigoro;  and  the  publisher, 
Sanuki-ya  Tobei. 

Ihis  has  always  been  considered  one  of  the  most  enchanting  of  Harunobu's  prints.  The  rippling 
motion  of  the  bath-robe,  emphasized  by  the  sinuous  stripes  of  the  pattern,  and  the  subtle  move- 
ment of  the  girl's  body,  is  perfectly  set  off  against  a  series  of  straight  parallels  running  in  counter- 
directions  - the  house  framework,  the  bamboo  blind,  the  verandah,  fhe  'lovely  flower'  seems  a 
fitting  title. 

Signature:  Suzuki  Harunobu  ga 
Date:  "767/8 

Former  collections :  Gonse(  ？)  ；  Ledoux 

Print  reproduced :  Ledoux,  1944,  No. 28;  Stern,  Master  Prints  of  Japan^  Ukiyo-e  Hanga,  No. 5 4  (both 
in  colour) 

Subject  reproduced :  A.I.C.  Harmobu^  No. 78,  p. 49;  Vol. 5,  No. 26  (in  colour  probably  from 

a  facsimile) 

Lender:  Miss  Edith  Ehrman 
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58  Fishing  for  Medaka 
58 めだか 捕り 


59  Girl  on  a  Verandah  after  a  Bath 
59 四季の 花 夏 


6o  Two  Girls  Alighting  from  a  Boat 


Chuban 

Two  girls,  probably  geisha^  leaving  a  boat  where  they  have  been  entertaining,  one  already  on  the 
bank  turning  to  the  other  who  is  tying  her  girdle  preparatory  to  stepping  ashore,  A  black  samisen 
box  lies  on  the  deck  behind. 

Ledoux,  who  once  owned  this  print,  has  this  to  say  about  the  colour-printing: 

'Both  obi  are  printed  with  silver  which  now  has  oxidized  ；  the  boat  and  the  embankment  are  in 
gray  and  yellow;  the  costume  or  the  girl  on  the  shore  is  partly  in  bent  and  partly  in  a  rather 
opaque  purple  which  seems  to  have  been  the  result  of  an  attempt  to  indicate  by  over-printing,  as 
was  done  more  successfully  a  few  years  later,  the  effect  of  a  thin  summer  kimono  with  the  under 
kimono  showing  through.  The  girl  in  the  boat  is  dressed  in  rose  and  a  clearer  purple.  The  silver 
surimono  printing  of  both  obi  gives  another  indication  that  experiments  were  being  tried.' 

Signature :  Suzuki  Harunobu  ga 

Date: 乙 1 768 

Former  collection:  Ledoux 

Print  reproduced :  Walpole  Galleries  Catalogue,  Collection  from  Berlin,  1923,  No. 307;  Ledoux, 
1944,  No.  1 5  ；  and  Gale  Catalogue,  Vol.i,  No. 84 

Subject  reproduced:  Matsukata  Catalogue,  No. 23  ； し. i.S.,  Vol.v,  No.^q6;  Noguchi,  1927;  P1.6; 
Yoshida,  No. 313 

Lender :  Mr  and  Mrs  Richard  P.  Gale 


61   Girl  in  Kago  with  Attendant  ^ 

Chilhan 

A  girl  reclining  in  a  kago  or  palanquin,  wnich  has  been  set  down  beneath  a  flowering  cherry  tree. 
She  is  filling  the  diminutive  bowl  of  her  tobacco  pipe,  whilst  her  maid,  crouching  at  her  side,  holds 
a lighted  hinawa  (rope-match).  The  kago  is  gay  with  red  and  yellow  panels  and  a  blue  frame,  and  is 
provided  with  a  red  blanket  support  for  the  passenger.  The  cherry  blossoms  are  picked  out  with 
gauffrage. 

Signature :  Suzuki  Harunobu 
Date:  ^.1768 

Print  reproduced :  Gale  Catalogue,  Vol.i,  No. 89 

cmoject  reproduced :  Yoshida,  No. 5  68;  Tokyo  National  Museum  Catalogue,  Vol.i,  No. 145  ； 
A. I.e.  Harmob!"  No. 90,  p. 58 

Lender :  Mr  and  Mrs  Richard  P.  Gale 


62  Plying  a  Rooster  with  Sake 

Chuban 

A  youth  seated  on  the  verandah  of  a  house  is  proffering  a  cup  of  sake  to  a  rooster  held  by  a  girl 
standing  before  him.  The  sake  kettle  stands  on  the  verandah. 

The  import  of  this  bizarre  practice  is  well  known.  Making  the  bird  tipsy  will  prevent  it  from 
crowing  in  the  morning,  and  so  the  dawn  feared  by  the  lovers  will  seem  to  be  delayed  - 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1769 

Print  reproduced :  Gale  Catalogue,  Vol.i,  No.o^ 

Subject  reproduced :  Harmobu gashu^  No.iio;  Yoshida,  No. 307;  A.I.C.  Harmob!"  No. 122,  p. 76 
Lender:  Mr  and  Mrs  Richard  P.  Gale 
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麵本 寺^ あ 


62  Plying  a  Rooster  with  Sake 
62 酒 飲む 鶏 


63  The  Ide  Crystal  River 


Chuban 

A  group  of  three  girls  fording  a  shallow  stream,  moving  left  from  the  bank  where  yamahuki  is 
growing.  The  girls  are  holding  the  skirts  of  their  kimono  above  the  water,  and  two  are  barefoot. 

Above,  a  square  cartouche  with  the  title  Ide  no  Tamagmva  and  a  poem  by  Shunzei  (Fujiwara  no 
Shunzei,  1114/1204，  also  called  Tosliinari,  one  of  the  outstanding  poets  of  his  day)  included 
in  the  anthology  Shin  Kokinshu^  11，  No.  159:  ' 

Koma  tomete 
nao  mizukawa 
yamabuki  no 
hana  no  tsuyu  sou 
Ide  no  Tamagawa. 

(Halting  my  pony,  I  water  him  again  where  the  dew  of  xh リ amabuki  mingles  with  the  river 一 
The  Crystal  River  of  Ide.' 

Ine  figures  of  the  girls  are  based  on  a  print  in  Sukenobu's  Ehon  Chitose-Yama  'Picture  Book  of  the 
Eternal  Mountain',  Vol. 111，  sheet  lo/ii  (first  published  1740,  reprinted  in  1767)  and  Harunobu 
also  later  used  the  two  left-hand  figures  for  a  pillar-print  (illustrated  in  Yoshida,  No. 4^^). 

A later  state  of  the  chuban  print  is  reproduced  in  A.I.C.  Harmobu^  No.i  13,  p. 71  in  which  the  car- 
touche has  been  removed  and  a  wavy  cloud  line  introduced.  Another  impression  (also  probably 
later)  is  provided  with  a  signature  (reproduced  in  U.T.S.,  Vol. 5 ,  PI.34). 

The  Ide  is  one  of  a  set  of  six  (complete  in  Yoshida,  Nos.i  15-20), 

Unsigned 

Date:  r.1768 

Former  collections :  ； Mr  Daniel  Hall; H.  Brown ；  W.  W.  Winkworth 

Subject  reproduced :  Yoshida,  N0.119;  A.I.C.  tlarmob".  No.  11 2,  p. 71  ；  Waterhouse,  Harnnobn  and 
ms  age,  No. 34,  p. 109 

Lender:  Miss  Edith  Ehrman 
64 1 he  Fish  Bowl 

Chuban 

At  a  corner  of  a  house  open  to  a  verandah  a  young  boy,  clad  only  in  his  haragake 、  is  seated  dabbling 
his  hand  in  a  flat  bowl  in  which  are  a  number  of  small  fish.  His  mother  kneels  behind  him,  in  a  thin 
summer  kimono ,  holding  a  closed  fan  in  her  hand.  A  cicada  cage  is  hanging  overhead  and  outside, 
the  bank  of  a  stream  is  seen  at  top  left. 

So  far  as  can  be  traced,  this  print  does  not  seem  to  have  been  published  hitherto. 
Signature :  Suzuki  Harunobu  ga 
Date:  r.1768/9 

Lender:  Portland  Art  Museum 
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おどめ マ 

れ< ？.' (ん 

1 <： サ、 の 


6?  The idc し I'vstal  River 
63 六 玉 川の 内 井 ^ 玉 川 


1 


64  The  Fish  Bowl 


64 魚と 遊ぶ 童 


65  Girl  with  Daruma  Toy 
65 玩具 達磨 

66  Girl  Playing  with  a  Cat 
66 見な 女 三の 宮 


65    Girl  with  Daruma  Toy 


Hashira-e 

Full-length  standing  figure  of  a  girl  holding  a  Daruma  'tumbler'  on  her  outstretched  right  hand. 
Her  tabako  bon  rests  on  the  ground  at  her  feet. 

Some  of  Harunobu's  earliest  prints  (e.g.  No. 2)  were  in  the  pillar-print  format  but  after,  say,  1763, 
he  did  not  design  anv  for  several  years,  and  this  is  one  of  a  new  series  which  Harunobu  began  about 
1*768.  In  the  last  three  years  of  his  life,  he  designed  a  considerable  number  of  pillar-prints. 

Signature :  Suzuki  Harunobu  ga 

Date:  "768 

Former  collection:  Chandler 

Subject  reproduced :  Yoshida,  No. 5 37 

Lender :  Honolulu  Academy  of  Arts 


66  Girl  Playing  with  a  Cat 

Hashira-e 

Full-length  figure  of  a  girl  who  stands  teasing  a  cat  with  a  ball  attached  to  a  string  held  in  her  hand. 
In  any  picture  of  this  period  involving  a  young  woman  and  a  cat,  there  is  a  suspicion  that  a  mitafe 
of  Nyosan  is  intended.  Nyosan  no  Aliya  is  one  or  the  minor  heroines  of  the  Genji  monogatari.  She 
first  sees  her  lover,  Kashiwagi,  as  a  result  of  lifting  a  blind  in  order  to  rescue  her  cat  which  had 
fled  to  the  garden.  The  episode  occurs  in  Chapter  xxxiv  of  the  Genji,  Wakana  no  jd.  The  motif 
occurs  in  a  number  of  Harunobu's  prints. 

Signature :  Suzuki  Harunobu  ga 

Date: に 1 768/9 

Publisher's  mark:  Harimaya  Shinshichi 
Former  collection :  ricke 

Print  reproduced:  f  icke,  Chats  on  Japanese  Prints^  PI. 1 5 ;  Ficke,  Second  Sale  Catalogue,  1925,  No. 68 
Subject  reproduced :  A.I.C.  Harunobu^  No.  11 8，  p. 74;  Yoshida,  No. 443 
Lender:  The  Newark  Museum 
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6j  The  Smitten  Thunder-God 
67 条 仙人 見 立 雷 

68  Motci  Fording  a  River  with  a  Courtesan  on  His  Back 
68 布袋に 太夫 


6*7  The  Smitten  Thunder-God 


Hashira-e 

Kneeling  on  a  verandah,  a  courtesan  in  a loose  y"kata、  and  her  maid,  both  cover  their  ears  with 
their  hands  against  the  noise  of  the  Thunder-God,  Raiden,  who  whirls  above  them  in  a  black 
cloud-cum-spider's-web.  Like  the  immortal  Sennin  Kume,  who  was  so  entranced  by  the  beauty  of 
a laundress's  bare  legs  that  he  fell  from  the  sky,  losing  his  immortality,  Raiden  is  shown  presenting 
a love-letter  to  the  courtesan,  and  losing  one  of  his  drumsticks  in  the  process. 

Signature:  Suzuki  Harunobu  ga 

Date:  ^.1769 

Subject  reproduced :  U.T.S.,  Vol. 5,  No. 24  (in  colour);  A.I.C.  Harunobu^  No. 239,  p.  146;  Water- 
house,  Hariinohu  and  his  age.  No.  5  3,  p. 146;  Yoshida,  No. 668 

Lender :  Museum  of  Fine  Arts,  Springfield,  Mass.,  The  Raymond  A.  Bidwell  Collection 

68  Hotei  Fording  a  River  with  a  Courtesan  on  his  Back 

Hashira-e 

Hotei,  the  God  of  Contentment,  wading  barefoot  through  a  stream  carrying  a  courtesan  on  his 
back.  They  have  just  left  the  bank  and  they  are  still  beneath  the  drooping  wands  of  a  willow-tree. 

See  Print  No.  13  in  this  catalogue,  Shoki  carrying  a  girl  on  his  back,  for  the  implications  of  the 
subject,  which  apply  with  equal  force  in  the  present  instance. 

Signature :  Suzuki  Harunobu  ga 

Date:  1769 

Lender :  Yale  University  Art  Gallery,  Gift  of  Mrs  William  H.  Moore 

69  The  Sennin  Kinko  Burlesqued 

Mashira-e 

A  courtesan,  riding  the  waves  on  the  back  of  a  carp,  reading  a long  letter-scroll  and  clearly  intended 
as  a  mitate  of  the  Taoist  sage,  or  sennin,  Kinko.  Kinko  the  legend  goes,  spent  much  of  his  life  paint- 
ing fish,  and  when  aged  200  -  not  exceptionable  by  sennin  standards  一  went  on  a  pilgrimage  of  the 
river  world  on  the  back  of  a  carp.  He  returned  duly  chastened,  with  Buddhist  scriptures  in  one 
hand  and  a  rescript  against  killing  fish  in  the  other. 

There  is  a  chilhan  version  of  the  same  subject.  Impressions  are  illustrated  in  Master  Works  oj  umjo-e 
Hiraki  Collection,  1964,  No. 68  and  Yoshida,  No.  191. 

:>ignature :  Harunobu  ga;  seal,  Harunobu 

Date:  (T.iyGS 

Print  reproduced :  Gale  Catalogue,  Vol.i,  No.86 

Subject  reproduced :  Yoshida,  No. 440;  A.I.C.  Harunobu^  No.  174,  p. 106 
Lender:  Mr  and  Mrs  Richard  P.  Gale 

70  Girl  in  the  Snow  Opening  Her  Umbrella 

Hashira-e 

A  young  woman  stepping  into  the  snow  and  about  to  open  an  umbrella  held  out  before  her.  Behind 
her  is  a  clump  of  snow-weighted  bamboo. 

Signature :  Harunobu  ga 

Date:  f.1768 

Print  reproduced :  ricke  First  Sale  Catalogue  1920,  No, 97 
Subject  reproduced :  Yoshida,  No. 436 
Lender:  Mr  John  H.  Van  Vleck 
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69  The  Sen n in  Kinko  Burlesqued 
69 見 立琴髙 仙人 

70  Girl  in  the  Snow  Opening  Her  Umbrella 
70 雪中 美人 


^  "お J 


yi  A  No  Play  Analogue 

71 風流うたい 八景 松風の 秋 月 


yi   A  No  Play  Analogue 


HosO'ban 

Two  girls  are  on  a  beach  beneath  a  pine  tree  at  the  time  of  a  full  moon.  One  is  standing  and  holding 
up  a  yellow  ebosbi  above  a  green  cloth,  the  other  kneels  beside  her,  pointing  towards  the  sea.  The 
cartouche  gives  the  title  of  the  series :  Filryil  Utai  Hakkei^  'Fashionable  Eight  Views  of  No  Plays' 
and  the  sub-title  Matsiika-(e  no  Shilgetsii^  the  'Autumn  Moon'  of  Matsukaze. 

Matsukaze  is  the  name  of  a  A' play  by  Kanami,  and  it  has  to  do  with  the  story  or  Y  ukihira,  a  9th- 
century  nobleman  who  was  exiled  to  the  lonely  village  of  Sui;na.  There  he  was  befriended  by  two 
humble  salt-gatherers,  Matsukaze  and  Murasame,  who  are  depicted  in  this  print  as  fashionable 
young  women  in  clothes  of  the  latest  style,  the  eboshi  symbolizing  the  rank  of  their  visitor.  The  set 
is  another  example  or  the  kind  of  'mght  Views'  mitate  already  discussed  in  No. 24. 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1767/8 

Print  reproduced:  Gale  Catalogue,  Vol. i ,  No. 95 

Subject  reproduced :  Yoshida,  N0.181;  Four  others  from  the  set  are  illustrated  in  the  Tebbs  Sale 
catalogue,  Sotheby,  March  191 3 

Lender :  Mr  and  Mrs  Richard  P.  Gale 


72 Ihe  Hollow  Tree 

Chiiban 

A  girl  standing  within  the  hollow  trunk  of  a  great  tree,  only  the  upper  part  of  her  body  visible,  a 
youth  taking  his  leave  from  her  and  putting  on  his  winter  coat. 

This  must  be  a  mitate  of  an  episode  in  one  of  the  10th-century  tales  in  Utsnho  Monogatari  "A  Quiver 
of  Stories'.  Toshikage,  the  hero  of  the  first  story  in  the  book,  has  a  grandchild  who  is  an  infant 
prodigy.  At  a  quite  early  age  he  looks  after  and  feeds  his  mother,  Toshikage's  daughter,  but  seeking 
a  place  where  he  can  safely  lodge  her,  he  chances  upon  a  great  hollow  tree,  where  once  having 
persuaded  the  occupant  bears  to  leave  peacefully,  he  settles  his  mother  and  she  lives  there  many 
years.  As  ever,  Harunobu  has  converted  the  aged  mother  into  a  young  girl  and,  furthermore,  the 
dutiful  son  has  become  a  clandestine  lover. 

Signature :  Suzuki  Harunobu  ga;  seal  of  Crzellitzer  collection 

Date:  r.1768 

Former  collection :  Crzellitzer 

Although  it  bears  the  seal  of  the  Crzellitzer  collection,  the  print  did  not  figure  in  the  1924  Sotheby 
sale  catalogue  of  the  collection. 

Lender :  Mrs  Edwin  Grabhorn 


128 


72  The  Hollow  Tree 


72 見 立 宇津 保 物語 


73  A  Windy  Day  by  the  River  Side 
73 渡し場の 見送り 


73  A  Windy  Day  by  the  River  Side 

Chuhan 

A  young  woman  standing  on  a  reed-fringed  bank  watching  her  lover  being  ferried  across  the  water 
and  trying  to  wave  to  him,  her  sleeves  tossed  by  the  wind,  as  he  looks  back  towards  her  from  the 
boat. 

Signature :  Suzuki  Harunobu  ga 
Date:  ^.1768 

Former  collections :  Litchfield ；  Kington  Baker;  Chandler 
Print  reproduced :  Kington  Baker  Sale  Catalogue,  Sotheby,  1916 
Lender :  Honolulu  Academy  of  Arts 


74  Youth  about  to  Dispatch  a  Love-letter  by  an  Arrow: 
A  Mitate  of  Nasu  no  Yoichi 

Chabm 

At  the  edge  of  a  causeway  running  in  a  zig-zag  course  through  a  marsh,  a  young  fan-seller  in  a 
transparent  summer  kimono  is  fixing  an  arrow,  to  which  a love-letter  is  tied,  to  his  bow.  Behind  mm 
stands  his  travelling  case  of  fans.  In  the  water  of  the  marsh,  rice  and  aubergine  are  growing,  pro- 
tected by  a  scarecrow  in  a  straw  coat  and  reea  hat. 

It  is  not  generally  known  that  this  print  is  the  right-hand  sheet  of  a  diptych,  which,  so  far  as  can 
be  traced,  is  reproduced  in  its  entirety  only  in  the  Harunobu gashu  (No. 173).  (There,  in  fact,  it  is 
illustrated  as  ir it  were  part  of  a  double,  vertical,  diptych,  the  prints  forming  the  lower  half  being 
the  well-known  Kosekiko  diptych  mitate  (Yoshida,  No. 78);  but  there  does  not  seem  to  be  any 
justification  for  joining  these  diptychs  together.) 

The  left-hand  sheet,  in  fact,  gives  the  clue  to  the  mitate.  A  girl  stands  at  the  prow  of  a  boat  drawn 
up  to  the  embankment,  holding  in  her  hand  a  fan,  on  which  there  is  a  hi-no-maru^  the  disc  of  the 
sun,  emblazoned.  In  the  story  of  Nasu  no  Yoichi,  he,  a  12th-century  warrior  hero  (of  the  Minamoto 
faction)  shot  down  with  an  arrow  a  fan,  with  the  same  hi-no-maru  design,  held  up  by  the  Lady 
Tamamushi,  standing  at  the  prow  of  one  of  the  Taira  ships,  as  a  challenge  to  the  opposing  Mina- 
moto armies  on  the  shore. 

Because  c^hiba  Kokan,  in  the  confessions  referred  to  earlier,  mentioned  among  other  things  that 
Tor  Pictures  of  Summer  Months,  I  painted  the  thinly-woven  garments  worn  in  hot  weather  so 
that  the  nude  form  showed  through  after  the  manner  of  Chinese  pictures',  Kurth  took  this  print  to 
be  a  work  or  ^hiba  Kokan,  and  so  illustrated  it  in  his  book  on  Harunobu.  But  quite  apart  from  the 
fact  that  the  'transparency  motif  belongs  on  Kokan's  own  admission  to  a  period  after  he  had  given 
up  forging  Harunobu's  name,  the  style  of  drawing  of  the  youth  and  girl  is  earlier  than  1770,  may 
conceivably  belong  to  a  period  as  early  as  1768,  and  is  unquestionably  Harunobu's  own. 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1768 

Former  collection :  Kunsthalle,  Bremen  (duplicate) 

Subject  reproduced :  Kurth,  Suzuki  Harmob!"  1910,  PI. 10;  \  oshida.  No. 263  ；  Tokyo  National 
Museum  Catalogue,  Vol.i，  No. 482;  Harunobu  Gashii,  N0.173. 

Lender:  Philadelphia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 
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75  Knowledge:  une  of  the  'rive  Cardinal  Virtues 
75 五常の 内 智 


i 


75  Knowledge:  One  of  the  Tive  Cardinal  Virtues 


Chuhan 

A  writing  lesson,  a  girl  kneeling  at  a low  table  being  taught  by  a  woman  standing  behind  her  and 
guiding  her  hand.  Another  girl  is  seated  at  one  end  of  the  table,  looking  down  at  an  open  exercise 
book  in  which  is  written  Kom  uchi  wa  (recently)  on  hito  kudasare  (some  person  sent).  The  roll  of  paper 
lying  on  the  floor  bears  an  inscription  reading  Tenarai  ('Practising  brushwork'),  and  a  date  Meiwa  4 
(1767),  9th  month.  Outside  the  open  shdji^  beyond  an  ikehana  of  a  single  chrysanthemum  on  the 
verandah,  can  be  seen  the  garden. 

This  is  Cbi,  'Knowledge',  one  of  a  set  of  five  prints  of  the  Gojo  'The  Five  Cardinal  (Confucian) 
Virtues'  'Benevolence' ；  Gi,  'Justice' ；  Rei,  'Decorum';  Chi  'Knowledge';  and  Shin  'Good 
Faith) 

The  cartouche  at  the  top  right  gives  tne  title  Chi,  'Knowledge'  or  'Intelligence',  and  below  that 
an  appropriate  aphorism  that  alludes  to  the  story  in  the  'Analects'  when  Confucius  praises  a  disciple 
for  understanding  ten  parts  of  a  problem  if  he  be  taught  but  one: 

Michi  shi  aru  yo  ni  umarenaba  onozukara  hitotsu  o  shiraba  to  mo  shiranan 

':nnce  we  were  born  in  a  world  of  reason,  if  we  know  om，  then  we  by  nature  understand 
ten/ 

Hatimobu  has  drawn  heavily  for  his  design  on  a  Sukenobu  print  in  the  Ebon  Masu  Kagami^  first 
published  in  Kyoto  in  1748.  fhe  figures  of  the  young  calligraphist  and  her  tutor  are  redrawn  with 
modern  hair-dos,  but  the  details  of  the  writing-table,  even  down  to  the  mi ん li-ire  (the  water-dropper 
for  the  inkstone)  in  the  form  of  a  hare  are  identical.  Harunobu  a^-ain  used  the  same  design  (without 
the  dated  roll  of  paper)  in  a  hosoban  print  which  may  possibly  pre-date  the  chtlban  (Yoshida,  424).  It 
is  perhaps  right  to  mention  that  Sukenobu  was  not  above  repeating  himself,  and  his  1748  design 
follows  rairly  closely  the  frontispiece  of  an  earlier,  but  non-dated,  book  of  instruction  in  calligraphy, 
Njdhitsu  Shinan  Shu  (illustrated  in  Jack  Hillier :  The  Japanese  Print:  A.  New  A.t)t>roach,  i960,  PL  16). 

The  signature  on  this  print  is  the  short  Harunobu  ga，  and  it  occurs  in  a  set  in  which  others  bear 
the  full  Suzuki  Harunobu  form.  The  date  it  bears,  1767,  may  thus  be  taken  as  the  time  when  the 
transition  from  the  full  to  the  shortened  signature  took  place,  though  it  is  not  necessary  to  assume 
anvthinp-  like  a  hard-and-fast  line  between  the  two  forms. 

Signature :  Harunobu  ga 

Date:  1767 

Former  collection:  Mosle 

Print  reproduced :  A.I.C.  Harunobu^  No.i  10 

:5ub]ect  reproduced :  U.T.S.,  Vol. 5,  No. 8  (in  colour) ；  Yoshida,  No. 585  ；  and  elsewhere 
Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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76  Justice,  Righteousness:  One  of  the  'Five  Cardinal  Virtues 


Chuban 

A  young  girl  is  seated  on  the  framework  of  a large  barred  window  holding  a  fan  and  looking  down 
at  a  youth  who,  kneeling  with  his  back  to  the  girl,  has  been  looking  at  a  book  by  the  light  of  candles 
in  this  and  an  adjoining  room  partitioned  off  by  sliding  doors  bearing  a  painting  of  a  mandarin 
duck  among  snow-covered  reeds.  He  now  turns  his  head  round  towards  the  girl  to  discuss  the 
picture  of  Yojo  stabbing  the  mantle  of  his  lord's  murderer  at  which  place  the  book  is  open  in  his 
hand.  Two  other  volumes  lie  on  the  tatami  beside  him  and  from  their  title  label  we  learn  that  the 
book  is  Ebon  Shahd-hnkuro  'The  Hold-all  of  Sketch  Treasures'  (presumably  the  book  by  Tachibana 
Morikuni,  published  in  1720). 

The  panel  of  calligraphy  above  the  shoji  is  what  we  would  call a  text:  Jan  Yoku  -  Obedience  and 
order;  and  it  bears  the  signature  of  Riasen,  the  pen-name  of  Soseki,  a  noted  Zen  priest  of  the 
1 5th/i4th  century. 

Yojo  is  Harunobu's  not  altogether  obvious  illustration  of  the  aphorism  in  the  cartouche  under  the 
title  Kjiy  Righteousness. 

Nanigoto  mo  mi  o  herikudari  ri  o  wakachi  itsuwari  naki o  gi  to  wa  yubeki 

'In  all  things  to  be  humble,  follow  reasons  and  be  truthful,  always  ；  this  is  the  meaning  of 
Righteousness.' 

Yojo  is  the  Japanese  name  for  the  Chinese  soldier  Yii  Jang,  a  model  of  devotion  to  his  master 
Che  Peh,  the  prince  of  Ts'in，  who  was  killed  by  a  rival  prince し hao  Wu-su  (the  macabre  detail 
recorded  is  that  Chao  had  the  dead  prince's  skull  sawn  in  two  and  had  one  half  lacquered  to  use  as  a 
drinking  cup)  ；  Yii  Jang  swore  revenge,  but  was  a  rather  ineffectual  avenger,  and  on  two  occasions 
Chao  Wu-su,  with  unbelievable  magnanimity,  forgave  him  for  the  unsuccessful  attempts  on  his 
life.  In  his  frustration,  Yii  Jang  asked  for  the  prince's  mantle,  stabbed  it  repeatedly  with  his  sword, 
and  declaring  it  was  unseemly  for  him  to  live  under  the  same  heaven  with  the  murderer  of  his 
master,  ran  himself  through. 

Signature :  Suzuki  riarunobu  ga 

Date:  f.1767 

Subject  reproduced:  A.I.C.  Harmobt"  No. 108，  p. 68 
Lender :  Achenbach  Foundation  for  Graphic  Arts 


77  Fidelity:  One  of  the  'Five  Cardinal  Virtues' 

Chiiban 

1 he  authoress  Murasaki  Shikibu,  best  known  for  her  amorous  romance  Genji  Monogatari^  com- 
pleted soon  after  the  year  a. d.  1000,  seated  at  a  corner  balcony  of  Ishiyama  Temple,  and  resting  her 
elbow  on  a low  writing  table  on  which  lie  paper,  books,  and  writing  materials.  Below  her  are  the 
waters  of  Lake  Biwa  and,  beyond  the  maple  tree  on  the  bank,  a  fisherman's  rowing  boat  can  be 
seen,  a  man  with  a  seine  at  the  prow,  another  rowing  at  the  stern.  A  full  moon  is  faintly  visible  in 
the  sky.  This  is  another  print  from  the  series  of 'rive  Cardinal  Virtues'  and  in  the  cartouche  below 
the  title  Shin,  'Fidelity',  is  the  aphorism: 

Hi  o  shirite  zen  o  michibiku  kokoro  koso  makoto  no  shin  to  yubekarikeri 

'To  know  benevolence  and  to  guide  towards  goodness :  this  is  true  fidelity,' 

Murasaki  Shikibu  is  said  to  have  retired  from  the  Court,  where  she  was  a  Lady  of  Honour  to  the 
Empress  Akiko,  to  the  Ishiyama-dera,  there  to  write  her  famous  novel.  Some  might  question  why 
she  should  have  been  selected  to  personify  'Fidelity'  when  her  hero,  Genji,  might  be  called  a  model 
or  infidelity.  Others,  however,  may  see  an  allusion  to  the  poetess'  fidelity  to  her  art  at  the  expense 
of  a  court  career,  and,  in  the  terms  of  the  aphorism,  to  her  guidance  of  aftercomers  towards  good- 
ness through  her  expression  of  benevolence  in  her  writings. 

Signature :  Harunobu  ga 

Date:  (T.iyGy 

Former  collection :  Mosle 

Print  published :  A.I.C.  Harmobt"  No.iii,  p. 70 

:5UDject  reproduced:  Yoshida,  No. 386;  Haninob/i  Gashil^  No. 22 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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76  Justice,  Righteousness:  One  of  the  'Five  Cardinal  Virtues: 
76 五常の 内 義 


77  Fidelity:  One  of  the  'Five  Cardinal  Virtues: 
77 五常の 内 信 


7  8  Drying  Clothes 


Chuban 

A  young  woman  in  a  garden,  holding  a  stick  with  a  forked  end  for  lowering  the  clothes  hanging 
on  a  bamboo  bar,  turns  on  her  heel  and  looks  over  her  shoulder  as  a  young  boy  dashes  past  her 
chasing  a  chick.  Beyond  the  bamboo  fence  is  a  clump  of  deutzia  in  full  flower.  Above  the  con- 
ventional scalloped  cloud-line  is  a  poem  by  Fujiwara  no  Motozane : 

Sakinikeri 

waga  yamazato  no  , 
unohana  wa 
kakine  ni  kienu 
yuki  to  miru  made 

'Blossoming  now  in  our  mountain  village,  the  hare-flowers  look  like  snow  still  lingering 
on  the  hedge.' 

This  print  and  the  following  Nos.79  to  85  are  from  a  series,  presumably  of  thirty-six  (though 
Waterhouse,  who  has  made  a  special  study  of  it,  see  his  Harunobu  and  his  age,  p. 137,  has  not  located 
the  entire  complement),  each  with  the  name  and  a  poem  of  one  of  the  Thirty-six  Poets  at  the  head 
above  a  conventional  cloud-line.  It  is  noticeable  that  a  number  of  prints  exist  without  poems  in  the 
space  normally  reserved  for  them  above  the  cloud-line,  and  such  impressions  may  perhaps  repre- 
sent later  states  of  prints  which  originally  bore  verses  of  other  poets  than  those  recorded  already. 
It  is  impossible  to  reassemble  the  set  until  the  earliest  states  of  all  subjects  have  been  located.  The 
set  may  well  have  been  published  over  a  number  of  years,  and  it  may  even  have  been  the  intention 
to  extend  it  ultimately  to  embrace  the  One-Hundred  Poets.  Possibly  it  was  left  incomplete  on 
Harunobu's  death  and  this  would  explain  the  extant  prints  obviously  not  by  Harunobu,  but  with 
poems  above,  and  with  a  Harunobu  signature. 

Signature :  Harunobu  ga 

Date:  1767/8 

Subject  reproduced :  Waterhouse,  Harunobu  and  his  age,  No. 48  ；  Tokyo  National  Museum 
Catalogue,  Vol.i,  No. 444 

Lender:  Philadelpnia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 
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78  Drying  Clothes 

78 物干し 美人 藤 原 元 実 


^^11- へ  1 


ijiiiiiriii 

79  KjItI  Standing り ii the  Bank  of  a  Stream 
79 緣台 35 人 小 野 小町 


79  Girl  Standing  on  the  Bank  of  a  Stream 


Chaban 

A  young  girl  has  just  risen  from  a  bench  on  which  lie  her  smoking  equipment  and  a  cup  on  a  stand. 
She  walks  pensively,  fan  in  hand,  towards  the  edge  of  a  stream,  in  whicn  iris  and  yellow  water- 
lilies  are  growing.  Above  is  a  poem  by  Ono  no  Komachi,  from  which  we  catch  the  drift  of  the 
girl's  thoughts : 

'When  I  am  lonely,  my  body 一  like  a  floating  reed  cut  down  at  the  root  ―  enticed  by  any 
current  would  drift  along,  I  think. ， 

This  print  is  one  of  the  series  based  on  the  Thirty-six  Poets  referred  to  in  No. 78. 

； Mgned :  Harunobu 

Date:  r.1767/8 

Former  collection :  J.  Keane 

Subject  reproduced:  Yoshida,  No. 3 46;  Tokyo  National  Museum  Catalogue,  Vol.i,  No. 45  5  ；  Picke 
Second  Sale  Catalogue,  1925,  No. 3  5  ；  *^ale  Catalogue,  1970,  No. 80. 

Lender :  Philadelphia  Museum  of  Art,  given  by  Mrs  John  D.  Rockefeller 

80  Two  u-irls  on  the  Seashore 

Chfiban 

Two  women  on  the  seashore  in  a  hip-h  wind,  one  holding  her  wide-brimmed  hat  with  both  hands, 
her  maid  pointing  to  a  rock  on  which  waves  are  breaking  in  spray,  and  thus  underlining  the  verse 
by  Minamoto  no  Shigeyuki  inscribed  above  the  conventional  cloud  line: 

Kaze  o  itami 
Iwa  utsu  nami  no 
Onore  nomi 
Kudakete  mono  o 
Omou  koro  kana 

'As  wind-driven  waves  break  on  a  rock  into  spray,  so  my  love  and  my  happiness  are  scat- 
tered bv  vour  refusal.' 

signature:  Suzuki  Harunobu  ga 

Date:  r.1767/8 

Subject  published:  Harunobu  Memorial  Catalogue,  No. 90;  Fujikake,  Harunobu^  No. 48;  Ledoux， 
1944,  No. 5 3 ；  A. I.e.  Harimohti^  No.  149,  d.qz;  Yoshida,  No. 490;  Yoshida,  No. 491  from  a later 
edition  with  variations 

Lender :  Mr  Thomas  J.  Rosenberg 

8 1  Falling  Petals 

Chifban 

Two  young  women  beneath  a  cherry-tree  from  which  blossom  is  falling  like  snow.  One  of  them 
、 shields  her  head  with  her  sleeve,  as  the  other  sweeps  up  the  petals  from  the  grass  with  a  twie 
broom.  In  the  area  above  the  sky-line  is  a  poem  by  another  of  the  Thirty-six  Poets, ivi no  Tsurayuki 

Sakura  chiru  ko  no  shita  kaze  wa  samukarade  sora  ni  shirarenu  vuki  20  furikeru 

'Below  the  cherry-tree  shedding  its  blossom  the  wind  is  not  cold;  but,  without  the  sky 
knowing,  snow  falls. 

； Mgnature :  Harunobu  ga 

Date:  二  1767/8 

Subject  reproduced :  A.I.C.  Harunobu^  No.  190,  p.i  17  (in  colour)  ；  Tokyo  National  Museum  Cata- 
logue, Vol. I,  No. 449;  Yoshida,  No. 342 

Lender:  Mr  John  H.  Van  Vleck 
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I  -■iTiStT^lfiiitt'ii''  fflil 論 

8o  Two  Girls  on  the  Seashore 
80 汀の 風 源 重 之 （初 ts) 


纪-^ 之 


8i  Falling  Petals 
8i 散る 桜 紀貫之 


82  Courtesan  and  Kamuro  Walking  Past  a  Cherry-tree 
82 太夫に 秃 在 原 菜 平 


4,  i.^^-^ 


せ^ t 


一 


8  2  Courtesan  and  Kamuro  Walking  Past  a  Cherry-tree 


Chilbari 

Walking  left  outside  a  Yoshiwara  house  in  the  forecourt  of  which  stands  a  blossoming  cherry-tree 
is  a  courtesan  followed  bv  her  two  ka 匪 ro、  one  of  whom  carries  a large  Daruma  doll.  Behind  the 
cherry-tree  is  the  level  line  of  noren^  curtains,  on  which  only  the  last  two  characters  of  the  name  of 
the  house  -  shi-ya  一  can  be  seen,  and  above,  in  the  conventional  cloud,  is  a  poem  by  another  of  the 
'Thirty-six  Poets'  Ariwara  no  Narihira  Ason. 

Yo  no  naka  ni  taete  sakura  no  nakariseba  haru  no  kokoro  wa  nodoke-karamashi 

'If  in  this  world  of  ours  there  were  no  cherry-blossom,  in  spring  the  hearts  of  men  might 
know  serenity.' 

Signature :  Harunobu  ga 

Date:  ^T. 1 767/8 

Subject  reproduced :  Tokyo  National  Museum  Catalogue,  Vol.i,  N0.53Z 

Lender :  Philadelphia  Museum  of  Art,  Samuel S.  White,  5rd,  and  Vera  White  Collection 


83  The  New  Year  Pine  Seedlings 

Chtihan 

Two  young  women  in  the  costume  and  hair-stvle  of  the  Heian  period  near  a  bell-shaped  window 
and  a  balcony,  outside  which  a  flowering  plum-tree  spreads  its  branches.  In  a  New  Year's  Day 
ceremony,  one  of  the  women  stands  offering  pine  seedlings,  ivakanmtsi"  on  a  tray  to  the  other  who 
kneels  inscribing  a  tan 尺 akj し The  poem  above  is  by  Onakanomi f  oshinobu  Ason: 

Chitose  made 
Kagireru  matsu  mo 
Kyo  yori  wa 
Kimi  ni  hikarete 
Yoro2uyo  ya  hen 

'The  pine  whose  life  was  limited  to  one  thousand  years  will  live  to  ten  thousand  now  that 
you  have  pulled  it  up.' 

Signature :  Harunobu  ga 

Date: に 1767/8 

Print  reproduced :  Grabhorn,  Figure  Prints  of  Old  Japan.  Collection  of  Marjorie  and  Edwin リ rabhom. 
No. 27 

Subject  reproduced:  Yoshida,  N0.325 
Lender:  Mrs  Edwin  Grabhorn 
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83  'I'he  New  Year  Pine  Seedlings 
83 若松 大中 臣能宣 


84  This  Evening's  Moon 


Chuban 

A  young  woman  standing  in  a  room  near  an  open  shdji  shows  her  agitation  by  her  nibbling  of  the 
end  of  her  obi  as  she  looks  out  at  the  full  moon  over  the  stream  running  through  the  garden. 
Behind  her  are  fitsuma  painted  with  a  pair  of  oshidori  (Mandarin  ducks),  symbols  of  conjugal  fidelity, 
and  at  her  feet  is  her  tobacco  smoking  set. 

Above,  in  the  conventional  cloud,  is  a  poem  by  Minamoto  no  Nobuakira  Ason. 

Koishisa  wa 
Onaji  kokoro  ni 
Arazu  tomo 
Koyoi  no  tsuki  o 
Kimi  mizarame  ya 

'You  must  be  looking  at  the  moon  tonight  even  though  you  do  not  share  my  yearning ノ 

Ihis  is  probably  part  of  the  series  of  'Thirty-six  Poets',  since  although  this  poet's  name  does 
not  appear  in  the  regular  canon  of  'Tnirty-six'  it  does  occur  in  Harunobu's  EJmn  Hana  Katsura, 
1764.  The  poem  in  the  book  is  identical  to  that  on  the  print,  but  the  designs  of  the  two  are  quite 
different. 

SuDject  reproduced :  Yoshida,  No. 348 
Lender:  Miss  Edith  Ehrman 


85  Picking-  Chrysanthemums  by  Night 

Chuban 

By  the  light  of  a lantern  held  by  a  girl  standing  behind  him,  a  youth  bends  to  pick  one  of  the 
chrysanthemums  growing  behind  a  fence  and  beneath  a  sheltering  roof,  turning  his  head  round  to 
make  some  comment  to  the  girl. 

Ihe  verse  below  is  by  Tameatsu : 

Machieji  to 
Omou  yube  mo 
Tou  hito  no 
Sode  no  iro  nam 
Shiragiku  no  hana 

'On  an  evening  when  I  feel I  cannot  wait  longer,  chrysanthemums  become  white  like  the 
sleeves  of  she  that  should  come  to  me.' 

Signature :  Suzuki  Harunobu  ga 

Date:  c.i-jd^ 

Former  collection :  Nellie  P.  Carter 
Subject  reproduced:  Yoshida,  No. 245 

Lender :  Museum  of  Fine  Arts,  Boston,  Nellie  P.  Carter  Collection 
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84  This  Evening's  Moon 
84 今宵の 月 源 f,:; 明 


あ .f^ 


ま 春 2 


85  Picking  Chrysanthemums  by  Night 


85 寄 菊 


86  Koshikibu  and  Sadayori 
86 小 式部 内侍と 中 納言定 頼 


86  Koshikibu  and  Sadayori 


Chuban 

A  young  woman,  pushing  aside  a  bamboo  screen  and  coming  out  onto  a  balcony,  takes  between 
her  fingers  the  end  of  the  sleeve  of  a  young  man  standing  outside.  They  are  in  the  court  dress  of 
Heian  times  and  the  poem  by  Koshikibu  Naishi  above  the  scalloped  cloud-line  identifies  the  couple 
as  Koshikibu  and  Sadayori.  The  poem  (from  Kinyo  Wakashu  586)  reads : 

Oeyama  Ikuno  no  michi  no  tokereba  mada  fumi  imo  mizu  Ama-no-Hashidate 

'The  road  to  Oeyama  is  long.  They  haven't  seen  the  letter  yet  at  Ame-no-Hashidate.' 

Koshikibu  ('Little  Shikibu')  was  the  daughter  of  a  poetess  of  some  repute,  Izumi  Shikibu,  and  when 
she  herself  began  to  write  poetry  there  were  not  lacking  rivals  to  suggest  that  she  was  assisted  by 
her  mother.  The  preface  to  the  poem  quoted  says  that  Izumi  Shikibu  had  gone  with  someone  on  a 
visit  to  Tango  at  the  time  of  a  poetry  contest  in  the  capital.  Sadayori  went  over  to  Koshikibu's 
quarters  and  teased  her  by  saying  that  she  must  have  sent  a  messenger  off  to  Tango,  and  had  he 
arrived  back  yet?  As  he  was  about  to  leave,  Koshikibu  detained  him  and  composed  this  verse. 

Koshikibu  is  one  of  the  poets  represented  in  the  Hyahmin  Isshii  (the  anthology  of  'One  Poem  from 
each  of  One  Hundred  Poets',  compiled  about  1235  by  a  court  noble  named  Sadaie). 

Signature :  Harunobu  ga 

Date:  1767/8 

Subject  reproduced :  Yoshida,  No. 350  ' 
Lender:  Portland  Art  Museum 


87  The  Song  of  the  Cuckoo 

Chuban 

A  woman  in  court  dress  standing  at  the  doorway  of  a  house  looking  out  on  an  iris  pool,  watching 
a  cuckoo  flying  past  the  moon;  above,  in  a  band  of  mist,  is  a  poem  by  Gotokudaiji  no  Sadaijin 
(one  of  the  'One  Hundred  Poets'  of  the  Hyakunin  Isshu  anthology). 

Hototogisu 
Nakitsurukata  o 
Nagemure-ba 
Tada  ariake  no 
Tsuki  20  nokoreru 

'I  look  in  the  direction  of  the  cuckoo's  song,  but  only  see  the  wan  morning's  wasting 
moon.' 

Signature :  Suzuki  Harunobu  ga 
Date:  r.1767/8 

Former  collections :  Ritchie;  Foster 

Print  reproduced :  H.  L.  A.  Foster,  Catalogue  of  Fine  Japanese  Coloured  Prints,  April  1961,  No.  5,  PI.li 
Lender :  Mr  Hans  Popper 
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88  Ofuji  with  a  Visitor 


Chuban 

Ofuji  kneels  in  the  cosmetic  shop  grinding  powder  in  a  small  mill,  conversing  at  the  same  time  with 
a  visitor  seated  on  the  raised  platform  of  the  shop  and  smoking  a  pipe.  Beside  the  mill  is  a  stand  for 
toothbrushes  and  toilet  requisites,  and  at  the  eaves  of  the  shop  hang  noren,  curtains,  patterned  with 
a  football  and  willow  design.  Also  suspended,  but  hanging  below  the  curtains,  is  a  picture,  entitled 
Shti-chthka,  'Flowers  in  the  Sake, ,  showing  a  young  couple  watching  paper  flowers  unfold  in  a  sake 
cup,  and  beside  it  is  a  signboard  reading  Nioi-fushi,  'Perfumed  Powder'.  In  the  open  beyond  the  shop 
stands  the  willow-tree  that  gives  it  its  name,  Moto-janagi-ja^  'The  Original  Willow  House'.  The 
shop  was  owned  by  Ofuji's  father  Niheiji  and  was  situated  in  the  Kannon  Temple  Grounds  at 
Asakusa,  in  Edo.  Ofuji  was  the  rival  in  beauty  of  the  celebrated  Osen,  the  tea-house  waitress,  and 
both  girls  were  the  subject  of  a  number  of  Harunobu's  prints.  Their  comparative  merits  are  dis- 
cussed in  the  book  Ame-urt  Uohei  Den,  1769,  referred  to  in  the  Introduction. 

Another  somewhat  later  print,  reproduced  in  Yoshida,  No. 5 75  (and  copied  in  the  book  of  1769), 
repeats  a  great  deal  of  the  detail  of  the  earlier,  the  main  difference  being  that  the  visitor  in  the  second 
print  is  a  young  man.  Donald  Jenkins  in  his  perceptive  essay  on  Tive  Harunobu  Prints  from  the 
Ladd  Collection'  (see  Bibliography)  points  to  the  stylistic  differences  between  the  two  prints, 
especially  the  greater  complexity  of  the  second  'both  as  a  composition  and  in  its  rendering  of  spatial 
relationships'  and  would  separate  them  by  several  years  at  least.  Possibly  1767  and  1770  would  be 
the  limit  to  such  a  separation. 

Unsigned 

Date: に 1 767/8 

Print  reproduced :  A.I.C.  Harmobu^  No. 196,  p. 122 

Subject  reproduced :  Jenkins,  'rive  Harunobu  Prints  from  the  Ladd  Collection :  An  Approach  to 
the  Problem  of  Dating',  Portland  Art  Museum  Notes  on  the  Collection 、  No. 8,  rig. 3  ；  Yoshida,  No. 446 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 

89  Asa^uma-bune 

Chuban 

A  girl  in  the  costume  of  a  shirahjosht  aancer,  the  crimped  material  of  her  white  kimono  denoted  by 
gauffrage,  is  standing  at  the  prow  of  a  boat  overhung  by  the  branches  of  a  willow  tree,  a  tsu 、ん tmi 
(drum)  in  her  left  hand,  a  fan  held  to  her  face  in  her  right. 

Asazuma-bune  occurs  frequently  in  Japanese  art,  and  the  name  is  full  of  allusions.  Asazuma  was  a 
small  harbour  on  Lake  Omi  and  boats  plying  there  were  known  as  Asa で ma-bme  (Asazuma  boats). 
Shirabydshi  were  originally  dancers,  'white  measure-markers'  associated  with  the  houses  of  the 
nobility  and  sometimes  performing  in  religious  ceremonies.  The  poet  Saigyo  (i  1 26-98)  mentioned  a 
shirahjosht  in  a  boat  of  Asazuma,  this  being  the  germ  of  the  motive.  Later  a  ^irl  named  Asazuma 
gave  rise  to  a  scandal  during  the  time  of  the  shogun  Tokugawa  Tsunayoshi  regime  (1680-1709). 
Tsunayoshi  was  guilty  of  neglecting  his  duties  and  spending  his  time  boating  with  Asazuma,  a 
name  which  also  meant  (temporary  wife'.  The  artist  Hanabusa  Itcho  was  exiled  for  painting  a 
picture  of  Asazuma-bune  since  it  was  believed  to  be  a  satire  on  the  Shogun's  indiscretions. 
Signature :  Harunobu  ga  (possibly  a later  interpolation) 
Date:  r.1768 

Print  reproduced:  Gale  Catalogue,  Vol.i,  No. 78 

Another  print  of  the  same  subject  is  reproduced  in  Vignier  and  Inada,  Hanmobu^  1910,  No. 72; 
Ledoux,  1945,  No. 32,  and  Tokyo  National  Museum  Catalogue,  Vol. i ,  No. 469, 

Lender:  Mr  and  Mrs  Richard  P.  Gale 
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88  Ofuji  with  a  Visitor 
88 本 柳！^: お 藤 


89  Asazuma-bune 

89 浅 妻 船 


90  Girl  reading  a  Letter  whilst  being  Massaged  by  a  Maid 


Chuban 

A  young  woman  rests  on  one  knee  following  with  her  pipe  the  lines  of  the  love-letter  unrolled 
before  her  that  she  is  reading  whilst  her  maid,  kneeling  behind  her,  massages  her  back.  A  smoking- 
tray  stands  to  one  side.  Thev  are  in  a  room  from  whence,  through  a  barred  window,  the  river  and 
two  moored  junks  can  be  seen.  The  apartment  they  are  in  is  partitioned  off  from  a  bedroom  where 
a  pile  of  red  quilts  stands  against  a  screen  decorated  with  a  lespede^a  design. 

Above  the  scene  there  is  an  area  marked  off  with  the  conventional  cusped  cloud-line,  but  there  is 
no  inscription. 

Signature :  Suzuki  Harxxnobu  ga 
Date:  r.1768/9 

Print  reproduced :  Stern,  Master  Prints  of  Japan,  Ukiyo-e  Hartga,  No.  5  5  (in  colour),  p. 122 
Lender:  Miss  Edith  Ehrman 


91  The  Importuner 

Chuban 

A  youth  reclining  on  the  floor  reaches  through  the  bamboo  screen  and  attempts  to  catch  the  sleeve 
of  a  young  woman  sheltering  behind  the  screen.  She  is  in  the  sort  of  quasi-antique  costume  by 
which  token  a  scene  from  an  Heian  romance  is  postulated,  even  though  the  youth  is  in  the  latest 
Edo  fashion.  An  amorous  scene  of  this  kind  without  text  gives  no  clue  by  which  the  literary 
allusion  can  be  identified :  a  hundred  episodes  from  the  Genji  Momgatari  alone  could  be  proposed. 
The  figure  of  the  girl  is  repeated  almost  line  for  line  and  set  off  in  the  same  manner  by  verticals  in 
the  background,  in  a  print  of  the  Princess  Nyosan  (illustrated  in  Michener,  Japanese  Prints  from  the 
Early  Masters  to  the  Modem ，  No. 102). 

Signature :  Harunobu  ga 

Date:  f.1768 

Lender :  Mrs  Edwin  Grabhorn 


92  Courtesan  of  Ibaraki-ya  Detaining  a  Young  Man 

Chuban 

A  courtesan,  standing  on  the  verandah  of  a  house  with  the  name  Ibaraki-ya  on  the  curtain,  supports 
herself  with  an  arm  around  a  pillar,  and  playfully  takes  hold  of  the  tip  of  the  umbrella  held  by  a 
passing  youth  over  nis  shoulder,  causing  him  to  pause  and  turn  towards  her. 

This  design  is  another  example  of  Harunobu, s  borrowing  from  other  Ukiyo-e  artists.  It  can  only 
have  been  inspired  by  Okumura  Masanobu's  almost  exactly  similar  design  for  a  hoso-e  print 
(illustrated  in  the  Catalogue  of  an  'Exhibition  of Japanese  Prints  by  the  Arts  Council  of  Great  Britain^  1948, 
No. 9,  PI. IV).  The  only  real  difference  is  the  name  of  the  house  which  in  the  Masanobu  print  is 
Omi-ya. 

Signature :  Harunobu  ga 
Date:  r.1767/8 

Print  reproduced :  Minneapolis  Art  Institute  Catalogue  1961,  No. 52,  Fig. 9;  Gale  Catalogue,  Vol.i, 
N0.83 

Subject  reproduced :  Ficke,  Chats  on  Japanese  Prints,  1915,  PI. 14.  ；  Yoshida  No. 474 
Lender:  Mr  and  Mrs  Richard  P.  Gale 
[Reproduced  in  colour,  see  frontispiece] 
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90  Girl  Reading  a  Letter  whilst  being  Massaged  by  a  Maid 
90 文 読む 美人 


I 


91  The  Importuncr 

91 平安 男女 


93  The  Pet  Cat 
93 猫 


93  The  Pet  Cat 


Chtlban 

A  courtesan  stands  holding  a  cat  in  the  bosom  of  her  kimono.  Her  kamuro^  leaving  her  battledore 
and  shuttlecock  on  the  floor,  reaches  up  with  her  hands  towards  the  animal.  At  right  is  a  tsuitate 
painted  with  a  snowy  lakeside  landscape  and  inscribed  with  a  verse  bv  the  9th  century  poet  Ochi- 
kochi  no  Mitsune : 

Izuku  tomo  haru  no  hikari  wa  wakanaku  ni 

mada  Mivoshino  no  vama  wa  yuki  furu.  ' 

'Nowhere  is  the  light  of  spring  yet  known,  and  still  it  is  snowing  on  the  hills  of  Yoshino.' 

Through  an  opening  in  the  shdji  and  between  the  bars  of  the  window  at  right  a  flowering  plum  tree 
can  be  seen. 

Signature  (on  the  tsuitate) :  Harunobu  ga 
Date:  c.ijGjIS 

Former  collections :  Ledoux  ；  Marion  Cutter 

Subject  reproduced :  A.I.C.  tiarmob".  No.  185,  p.113;  Y oshida,  No. 20; 
Lender :  rhe 1 oledo  Museum  of  Art,  Carrie  L.  Brown  Bequest  Fund,  195 1 


94  Girl  Reading  a  Letter 

Chuban 

Two  girls  seated  on  the  tatami,  one  reading  a letter  resting  on  her  lap,  the  other  waiting  attentively 
as  her  companion  reads.  Bedding  is  stacked  on  a large  trunk  at  left,  the  fustima  are  decorated  with  a 
cloud-and-pine  pattern  and  a  flower  arrangement  of  cherry-blossom  is  in  a  cane  vase  supported  on 
a  wooden  pillar.  In  the  cloud  shape  at  the  head  of  the  print  is  the  series  title,  Vtlryu  ^oMkasen^  'The 
Six  Master  Poets  a  la  mode  \  and  a  well-known  poem  of  Ono  no  Komachi : 

Iro  miede 
Utsuro  mono  wa 
Yo  no  naka  no 
Hito  no  kokoro  no 
Hana  ni  zo  arikeru 

translated  by  Asataro  Miyamori  in  his  Masterpieces  of  Japanese  Poetry  Ancient  and  Modern  as  follows : 
'Alas  ！  it  is  the  flower  within  a  man's  heart  which  fades,  without  sig-ns  of  a  fading  colour ノ 
Signature :  Harunobu  ga 
Date:  "767/8 

Subject  reproduced :  Yosnida,  No.  5 12 
Lender:  Portland  Art  Museum 
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95  Netting  Fireflies 

CMhan 

On  a  summer  night  near  a  stream  a  youthful  couple  are  gathering  fireflies,  the  youth,  with  a  striped 
scarf  around  his  head,  trapping  them  in  a  net  at  the  end  of  a  stick,  the  girl,  in  a  seasonal  kimono  of 
thin,  transparent  material,  carrying  an  insect  cage.  Iris,  yellow  water-lilies  and  reeds  grow  at  the 
water's  edge. 

Night  is  sometimes  indicated  in  Japanese  prints  by  the  presence  of  a lantern  -  it  need  not  shed  light, 
its  purpose  is  simply  that  of  the  notice  board  displayed  in  an'  Elizabethan  playhouse  to  mark  the 
location  of  a  scene  and  the  time  of  day.  However,  in  some  of  Harunobu's  most  admired  prints 
night-time  is  conveyed  by  an  utterly  black  sky  as  in  'Netting  Fireflies'.  The  colours  of  the  rest  of 
the  print  are  undimmed  -  indeed  they  are  the  brighter  for  being-  set  against  the  inpenetrable  black 
of  the  sky.  The  fireflies  in  the  air  over  the  reeds  make  pin-pricks  of  light  in  the  blackness. 

There  are  three  different  states  of  this  print,  and  though  the  differences  are  minor,  they  are  worth 
recounting.  In  what  is  taken  to  be  the  first  state,  the  youth's  leg  is  enclosed  in  a legging  and  the 
thong-fastening  of  his  sandal  is  elaborate  (an  impression  of  this  state  is  illustrated  in  A.I.C.  Harih 
nobu.  No. 1 34,  p. 82);  in  the  second  state,  the  legging  has  gone  and  a  simplified  sandal  thong- 
fastening  substituted  for  the  earlier  elaborate  one  (illustrated  in  Ledoux,  1944,  No.  17);  and  the 
third  state,  represented  by  our  specimen,  shows  one  further  change  in  that  the  lines  of  the  firefly 
net  run  in  one  direction,  whereas  in  both  the  earlier  states  the  lines  are  cross-hatched. 

Signature :  Harunobu  ga 

Date:  1767/8 

Lender :  Mrs  Edwin  Grabhorn 

96  The  Hobby  Horse  Dance 

Chaban 

A  girl  performing  the  harugoma  (spring-horse)  dance,  a  hobby-horse  on  her  right  hand,  the  reins  in 
her  left,  to  the  music  of  the  samisen  played  by  the  girl  seated  nearby.  At  left  of  the  room  is  a  tsidtate 
painted  with  a  picture  of  Fuji,  right  is  the  bell-shaped  framework  of  a  window,  and  the  shoji  naving 
been  drawn  back,  the  branches  of  a  flowering  plum,  eternal  symbol  of  spring,  can  be  seen  against 
the  sky. 

Signature :  Harunobu  ga 
Date:  ^.1767/8 

Print  reproduced :  A.I.C.  Harunobu^  N0.99,  p.64 
SuDject  reproduced:  Yoshida,  N0.25 1 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 

97  The  Koto  Player 

Chuhan 

A  young  woman  kneeling  ana  playing  a  koto.  Behind  her  is  a  daisit  with  water  heater  for  the  tea- 
ceremony,  and  the  cultured  nature  of  her  tastes  is  further  underlined  by  the  copy  of  Tsiire^jiregusa^ 
the  14th-century  classic  of  'Table  Talk'  lying  on  the  shelf.  Above,  the  sliding  doors  of  the  cup- 
boards are  decorated  with  a  Korinesque  design  of  iris  flowers. 

Signature :  Harunobu  ga 

Date:  r.1767/8 

Subject  reproduced :  Yoshida,  No. 3 88;  Tokyo  National  Museum  Catalogue,  Vol.i,  No. 548 
Lender:  Miss  Edith  Ehrman 
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95  Netting  Fircriics 
95 螢 狩り （後 


96  The  Hobby  Horse  Dance 
96 春 駒の 踊 


97  J  he  Ko/o  PJaycr 
97 琴 


98  Flower-viewing 


CMbm 

A lady  of  quality  is  visiting  the  small  cascade  known  as  Otowa-no-taki  below  the  Oku- no-in 
buildings  in  the  grounds  of  the  Kiyomizu  Temple.  She  is  accompanied  by  a  maid,  who  shelters  her 
from  the  sun  under  a  parasol,  and  frees  the  skirt  of  her  mistress'  dress  which  has  fallen  over  the  top 
of  the  palanquin  behind  them.  Above  them,  there  is  a  branch  of  a  cherry-tree,  the  blossom  set  off 
by  the  oxidized  colour  of  the  sky. 

The  identification  of  the  scene  as  the  Otowa  Waterfall  was  made  by  K.  Tomita  in  his  catalogue  of 
the  exhibition  of  the  Morse  Collection  at  the  Wadsworth  Atheneum  (see  Bibliography). 

Signature :  Harunobu  ga 

Date:  r.1768 

Former  collection :  Morse 

Lender:  Wadsworth  Atheneum,  Hartford,  gift  of  Mrs  Jared  K.  Morse 


99  A  Fractious  Baby 

Chiiban 

A  mother,  awakened  during  the  night  or  far  too  early  in  the  morning,  pushes  her  head  out  of  the 
mosquito  net  and  reaches  with  her  right  arm  to  retrieve  her  young  boy,  who,  clad  only  in  his 
haragake  or  'belly-cloth',  is  trying  to  make  his  escape  to  explore  the  room.  Near  the  bed  is  an  andon^ 
a  standing  lamp,  with  a  small  kettle  resting  on  the  base,  and  in  the  foreground  are  a  pillow  and 
some  sliced  dai-dai^  which  may  have  been  the  object  of  the  boy's  foraging.  Behind  the  mosquito  net 
is  a  screen  painted  with  a  classical  style  landscape. 

The  mosquito  net,  as  in  other  prints  of  Harunobu  and  many  Ukiyo-e  artists,  is  introduced  with 
marvellous  effect,  the  fabric  of  the  net  not  only  being  suggested  with  incredible  skill  by  the  block- 
maker  and  printer  but  used  to  bring  about  the  most  subtle  variations  in  the  colours  of  objects  seen 
through  It. 

Two  states  of  this  print  are  known,  our  own  in  which  the  child's  limbs  are  without  outline  and  the 
wall  behind  the  andon  is  patterned,  and  another  (illustrated  in  Yoshida,  No. 308)  in  which  there  is 
an  outline  round  the  child's  figure  and  the  wall  is  plain. 

Signature :  Harunobu  ga 

Date:  r.1768 

Subject  reproduced:  Yoshida,  No. 3 09;  N.H.B.Z.,  Vol. 2,  No. 3 9  (in  colour) 
Lender :  Miss  Edith  Ehrman 
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98  Flower-viewing 


98 花 a 


99  A  Fractious  Baby 

99 子 を 蚊帳に 入れる 母 （後摺 か） 


loo  The  Marriage  Ceremony:  The  Meeting  Togethei 


100 婚礼 見合 


lOO  The  Marriage  Ceremony:  The  Meeting  Together 

Chfibanjoko-e 

Ihis,  and  the  next  described  print,  form  part  of  a  set  of  seven  prints  of  the  traditional  marriage :  the 
Miai,  The  Meeting  Together;  Yidnd,  The  Exchange  of  Presents ；  Koshi  ire.  The  ^^oing  Away; 
Saka ん uki,  "Wedding  Interior  Scene  ；  Iromoshi, Ihe  Bride  changing  wedding  garments  for  ordinary 
clothes ；  Toko  Saka で iki.  The  Sake  Cup  Before  Bed;  and  Ui が》" The  l^irst  Birth. 

Ihe  Meeting  Together,  Miai,  takes  place  in  a  teahouse,  the  Sakai-ya,  where,  on  a  bench  behind  the 
kitchen  stove  on  which  a  girl  is  preparing  a  meal,  the  bridegroom  sits  holding  a  fan,  with  an 
elderly  man,  the  go-between,  seated  beside  him  holding  a  tea-cup  in  his  hand.  The  couple  watch 
the  approach  of  the  bride-to-be,  leading  a  small  procession  comprising  two  girl  attendants,  father, 
manservant  carrying  the  youngest  of  the  family  on  his  shoulder,  and  mother  bringing  up  the  rear. 
Beyond  the  teahouse  there  is  a  glimpse  of  a  stream  crossed  by  a large  flat  stone. 

Signature:  Harunobu  ga;  seal  of  Hayashi 

Date:  ^.1768 

Former  collection:  Hayashi,  Stoclet 

Subject  reproduced :  A.I.C.  Har/mobn^  No. 161,  p. 100;  Yoshida,  No. 416 
Lender :  Miss  Edith  Ehrman 
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loi  The  Marriage  Ceremony :  The  Going  Away 
loi 婚礼 輿入れ 


loi  The  Marriage  Ceremony:  The  Going  Away 

Chiiban  joko-e 

Koshi  ire,  in  the  traditional  marriage  ceremonies,  is  the  bride's  going  away  from  her  family  home  to 
that  of  her  husband.  In  Harunobu's  print,  the  journey  is  made  by  night  (represented  by  the  lanterns 
carried  by  attendants  and  also  by  the  black  path  along  which  the  party  is  wending). 

rhe  bride  is  travellinp-  in  a  novimom,  a  palanquin,  two  porters  bearing  the  carrying- pole  on  their 
shoulders.  On  either  side  members  of  the  family  walk  in  procession. 

Signature:  Harunobu;  seal  of  Hayashi 

Date:  f.1768 

Former  collections :  Hayashi  ；  Stoclet 

Print  reproduced :  Sotheby  Sale  Catalogue,  3  May  1965,  No. 92;  Stem,  Master  Prints  of  Japan, 
Ukiyo-e  Hanga^  No. 49  (in  colour) 

Subject  reproduced :  Yoshida,  No. 418 ;  A.I.C,  Harmob!"  No. 163,  p.ioi 
Lender:  Miss  Edith  Ehrman 
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I02  Girl  Holding  up  a  Puppet 


Hashira-e 

A  young  woman  standing  facing  to  the  left  and  holding  up  a  puppet  in  the  guise  of  an  onnagata 
above  her  left  shoulder. 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1769 

Former  collection :  Chandler 

No  reproduction  or  this  print  figures  in  the  main  publications  on  Harunobu.  Yoshida  (No. 65  7) 
illustrates  what  might  be  considered  a  companion  print  showing  a  youth  facing  right  and  displaying 
a  puppet  of  an  actor  in  a  male  role  on  his  right  shoulder. 

Lender :  Honolulu  Academy  of  Arts,  James  A.  Michener  Collection 

[Reproduced  in  colour  facing  page  16] 


103  Herons  in  the  Snow 

Chuban 

Heavy  snow  has  fallen  and  lies  everywhere :  on  the  boat  with  thatched  cabin  moored  at  the  shore 
of  a lake,  on  the  bank  and  on  the  leafless  willow-tree.  One  heron  is  perched  on  the  oar  secured 
upright  at  the  side  of  the  boat,  and  another  is  flying  from  the  tree.  Beyond  the  farther  shore,  there 
is  a  range  of  hills. 

Much  in  this  print  is  due  to  blind  printing,  which  is  used  effectively  on  snow,  water,  and  cloud. 

This  again  is  an  unsigned  print  always  ascribed  to  Harunobu,  but  the  kind  of  design  is  supported 
by  a  number  of  comparable  passages  in  certain  of  the  ehon.  It  is  an  early  example  of  an  almost  'pure' 
landscape  in  the  colour-print,  pre-dating  the  Utamaro  winter-scene  in  Ehon  Gin-sekai  (sometimes 
cited  as  the  earliest)  by  something  over  twenty  years. 

Unsigned 

Date:  r.1768 

Collection :  Garland 

Print  reproduced:  A.LC.  Harunobu^  No. 70,  p. 45 

Subject  reproduced:  JJkiyo-e  Zemhil,  Vol. 4,  PI.49;  Noguchi,  1940,  PL 74 
Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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I04  Lovers  and  Mandarin  Ducks  in  the  Snow 

Chaban 

A  couple  standing  in  the  fallen  snow  under  an  umbrella  held  by  the  youth,  both  looking  at  the  pair 
of  oshidori,  mandarin  ducks,  emblems  of  conjugal  fidelity,  standing  on  the  snowbound  bank.  The 
lovers  are  both  wearing  black  hoods,  :^ikin ，  and  their  intimacy  is  delicately  conveyed  by  the  way 
the  girl  slips  her  hand  under  the  youth's  sash. 

The  poem  below  reads : 

Tsurakaraji  • 
Urayamashiku  mo 
Oshidori  no 
Hane  o  kawaseru 
Chigiri  nariseba 

'Since  ours  is  the  enviable  love  of  mandarin  ducks,  pledged  with  crossed  wings,  we  should 
not  be  sad/ 

Signature :  Harunobu  ga 

Date:  1*768 

Former  collection :  Ledoux 

Print  reproduced :  Noguchi,  1940,  PI. 67;  Ledoux,  1944,  PI. 2  2 

Subject  reproduced :  Tokyo  National  Museum  Catalogue,  Vol.i,  N0.464 

Lender:  Mr  Hans  Popper 
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104  Lovers  and  Mandarin  Ducks  in  the  Snow 
104 おしどり 


I05   Girls  Playing  Kitsune-ken 


Chuhan 

In  a  room  open  to  a  verandah  beyond  which  the  upper  branches  of  a  flowering  cherry  can  be  seen, 
two  girls  are  kneeling  opposite  each  other  playing  kitmne-km  with  their  hands.  Another  girl,  with 
a  samisen  held  in  her  left  hand,  stands  watching.  On  the  floor  between  the  contestants  is  a  sake  kettle, 
and  a  stand  with  a  sake  cup  on  it. 

There  were  many  forms  of  the  game  of  kitsme-ken,  Tox-game',  also  called  tonosama  or  tohachi-ken. 
The  basic  idea  was  that  different  gestures  with  the  hands  symbolize  a  village  chief  {pmraosd),  a  gun 
iteppo)^  and  a  fox に kit 腿 i)、  each  with  a  different  potential,  the  chief  being  superior  to  the  gun  since 
he  employs  it;  the  gun  to  the  fox,  because  it  can  kill  the  fox;  and  the  fox  to  the  chief  because  it 
can  bewitch  him.  The  chief  can  kill  the  fox  with  the  gun,  but  the  fox  cannot  use  the  gun  against 
the  chief.  The  use  of  the  two  hands  {ken  means  'fist')  leads  to  a  number  of  combinations. Ihe  two 
players  first  clap  their  hands  three  times  in  unison  and  then  make  their  signs  (in  one  form  of  the 
game  hands  to  ear  represents  <fox，；  hands  on  thip-hs,  'chief;  and  hands  up  or  to  one  side,  'gun'). 
The  game  continues  until  one  player  wins  three  times  in  succession.  The  losing  player  normally 
has  to  drink  a  cup  of  %ake  or  give  a  forfeit. 

Signature :  Harunobu  ga 

Date:    1 768/9 

Subject  reproduced:  Yoshida,  No. 25  5  ；  Hanmoba  Gashii,  No.  8  ；  Priest,  Alan.  Japanese  Prints  from  the 
Henry  L.  Phillips  Collection,  The  Metropolitan  Museum  of  Art,  1947,  PI. VII;  International  Studio^ 
Vol.XXXV,  No. 1 40,  October  1908,  p. 282 

Lender :  Philadelphia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 

106  Girl  Boarding  a  Pleasure  Boat 

Chtiban 

A  girl  jumping  from  a  bank  on  to  the  deck  of  a  small  pleasure  boat  where  a  couple  await  her,  a 
girl  in  a  purple-checked  pink  kimono  and  a  man  who  is  only  partially  visible  throueh  the  blind  of 
the  cabin.  Beyond  the  girl,  at  a  bend  in  the  embankment,  is  what  appears  to  be  a  pillar  and  a landing 
stage,  and  above  there  is  a  conventional  cloud  with  scalloped  edge. 

A later  edition  is  known.  In  this,  the  pillar  and  landing  stage  have  been  cut  out  and  the  line  of  the 
cloud  lowered  and  most  colour  blocks  re-carved.  Impressions  of  this  state  are  in  Yoshiaa,  No.  289, 
and  Church  Catalogue,  No. 24. 

Signature :  Harunobu  ga 

Date:  (：.1768 

Subject  reproduced:  U.T.S.,  Vol. 5,  No. 2 2  (colour) ；  Tokyo  National  Museum  Catalogue,  Vol.i 
No. 443  ；  Gale  Catalogue,  No.  8  5 

Lender :  Mr  Hans  Popper 

107  Girl  Reading  a  Letter  by  the  Light  of  a  Lantern 

Chiiban 

A  young  woman  in  a loose  wrap  stands  on  a  summer  evening  on  a  balcony  at  the  corner  of  a  house 
reading  a letter  by  the  light  of  a lantern  hanging  from  an  overhanging  branch  of  a  pine  tree. 

The  figure  follows  quite  closely  that  of  a  girl  reading  a letter  illustrating  a  poem  by  Sanjo  in  the 
artist's  Rhon  Hana-Kafs/ira  (Vol. 3,  f.6)  published  in  1764.  Although  the に irl in  the  book  faces  in  the 
opposite  direction  the  pose  is  similar,  and  the  unusual  form  of  the  hanging  lantern,  which  appears 
in  both,  is  conclusive. 

Signature :  riamnobu  ga 

Date:  c,i^G% 

Ihis  appears  to  be  a  hitherto  unpublished  print 
Lender :  Portland  Art  Museum 
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I05  Ciirls  Playing  Kttstinc-ktn 
105 狐挙 


ic6         ョ ' 二- —ご ： ~  ：-;  •-：'-.  二'  -ニ 


2  IT      ニニ マ： 


I07  Girl  Reading  a  Letter  by  the  Light  of  a  Lantern 
107 燈 下に 文 読む 美人 


io8  A  Domestic  Scene 


Chfiban 

Protected  by  a  mosquito  net  of  the  small,  collapsible  hood  type,  a  mother  lies  on  the  tatami  suckling 
her  baby  and  conversing  with  her  husband  seated  beside  her  holding  a  mirror  in  his  left  hand  and 
evidently,  from  the  tweezers  near  him,  at  the  end  of  a  fastidious  toilet.  Both  figures  are  in  their 
summer  j'///fe^7/^7.  She  motions  with  her  free  hand  as  if  to  grasp  her  husband's.  Behind,  on  the  left, 
there  are  samiseUy  insect-cage  and  a  stack  of  books  on  a  shelf,  and  where  the  shojiis  drawn  back,  there 
is  a  glimpse,  beyond  the  towel-rack  on  the  verandah,  of  the  woven  fence  and  bamboo  clump  in 
the  garden. 

This  is  from  a  series  of  prints  each  of  which  has  as  title  a  different  sea-shell.  This  has  two  sHt(iimegai 
(a  small  bivalve)  and  at  their  side,  above  the  cloud-line,  a  poem  by  Saigyo  Hoshi  (i  118-90)  from 
the  Sanka  Waka  Shfi  (An  Anthology  from  the  Mountain  Hut) : 

Nami  yosuru 
take  no  tomari  no 
suzumegai 
ureshiki  yo  ni  mo 
ainikerukana. 

'The  waves  come  in,  the  shell  resting  on  the  bamboo  is  happy  ；  we  meet  this  in  the  world 
as  well.' 

Usually,  a  bivalve  shell  in  Japanese  art  has  erotic  implications,  but  saigyo  is  not  an  erotic  poet, 
and  perhaps  his  verse  and  Harunobu's  picture  are  intended  simply  to  suggest  marital  harmony. 

Signature :  Harunobu  ga 

Date:    1 768/9 

Print  reproduced :  Stern,  Master  Prints  of  Japan,  Umjo-e  Hanga,  No.  60 

Lender:  Museum  of  Fine  Arts,  Boston,  Asiatic  Curator's  Fund  in  memory  of  Marjorie  K.  Hussey 


109  The  Crystal  River  of  Ide 

Chuban 

Near  the  bank  of  the  Ide  River,  where  a  bush  of  profusely-floweringjj' 膚 なみ〃 y^z is  growing*,  a  youth 
is  watering  his  horse,  and  a  girl  has  waded  out  and  taken  one  of  the  reins  in  her  hand,  motioning  to 
the  youth  with  her  tobacco  pipe. 

Above  is  the  title  of  the  print,  Ide  no  Tamagmva^  followed  by  the  poem  by  Toshinari  already  quoted 
under  print  number  63. 

Ihere  is  a  variant  of  this  print  (the  Matsukata  impression  is  illustrated  in  Noguchi,  1940,  PL  5  9)  in 
which  the  girl  has  on  a  dress  of  striped  material  and  an  obi  of  different  pattern,  neither  as  pretty  as 
those  in  the  print  here  described. 

Ihis  is  from  a  somewhat  later  set  of  the  Mh  Tamagawa  than  that  which  includes  Print  No. 97. 
Yoshida,  No. 3 68  and  Noguchi,  1940  (PI. 5  9),  illustrate  a  print  with  a  composition  very  similar  to 
our  present  print. 

Signature :  Harunobu  ga 

Date:  ^-.1768/9 

Former  collection :  Kunsthalle,  Bremen  (duplicate) 

Subject  reproduced :  Yoshida,  No. 367;  Kurth，  1910,  PI. 38 

Lender:  The  Philadelphia  Museum  of  Art,  given  by  Mrs  John  D.  Rockefeller 
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I09  The  Crystal  River  of Ide 
109 六 玉 川の 内 井手 玉 川 


no  Young  Man  Composing  a  Poem 
no 歌 を 詠む 男 


no  Young  Man  Composing  a  Poem 


Chiihan 

A  young  man  standing  beneath  a  maple  by  a  stream  at  a  point  where  it  rounds  a  bamboo-fringed 
rock  is  inscribing  a  poem  on  a  sheet  of  paper  held  in  his  hand,  and  turns  his  head  as  if  for  inspira- 
tion towards  the  rock.  The  poem  begins: 

Sekijo  ni  sh  o  daishi  ryokutai  o  harau  . . . 

'Writing  a  poem  on  a  moss-cleared  rock  . . .， 

His  young  page  stands  in  attendance  holding  a  su^ri-bako  in  front  of  him.  At  the  left  is  a  screen  of 
figured  cloth  enclosing  another  maple  tree. 

Signature:  Harunobu  ga 

Date:  ^.1768/9 

Apparently  hitherto  unpublished 
Lender :  Mr  Hans  Popper 

111  Girl  Contemplating  the  Moon  (first  state) 

Chiiban 

At  the  corner  of  a  house  above  the  verandah,  a  girl  leans  on  the  sill  of  a  window,  looking  out  at 
the  moon,  seen  above  the  flowers  of  a  cherry-tree  beside  a  stream.  A  vase  of  flowers  stands  below 
the  window  on  the  engawa.  Above  in  the  conventional  cloud,  is  the  series  title  Fiiryu  Kok^kasen^ 
'Modern  Six  Poetry  Masters',  and  the  poem  by  Ariwara  no  Narihira: 

Tsuki  ya!  aranu : 
Haru  ya!  mukashi  no 
Haru  naranu 
Waga  mi  hitotsu  wa 
Moto  no  mi  ni  shite. 

'Moon  ？  There  is  none.  Spring ？  'tis  not  the  spring  of  former  days;  it  is  I  alone  who  have 
remained  unchanged/ 

(This  is  the  translation  of  W.  G.  Aston  in  】apcmese  Literature,  1899). 

Signature :  Harunobu  ga 

Date:  ""768/9 

Subject  reproduced :  Noguchi,  1940,  No. 60;  Yoshida,  No.  5 10 
Lender :  Miss  Edith  Ehrman 

112  ^irl  Contemplating  the  Moon  (second  state) 

Chuban 

This  print  is  similar  in  the  main  to  the  foregoing,  but  shows  a  number  of  minor  changes  ；  most 
prominent  is  the  pattern  on  the  wall  below  the  window,  the  girl's  obi  and  the  border  of  the  folding 
screen,  and,  of  course,  the  colour  differs. 

From  minor  breaks  in  the  key-block  line,  it  is  possible  to  conclude  that  this  present  print  represents 
the  revised  thoughts  of  artist  or  publisher  or  printer,  and  it  is  interesting  to  speculate  what  led  to 
the  changes.  It  is  debatable  that  the  mechanical  patterning  on  the  wall  is  an  improvement  on  the 
flat  tone  of  the  former  version :  to  our  eyes  it  only  further  complicates  a  design  that  was  already 
sufficiently  involved,  f  he  removal  of  the  stripes  along  the  border  of  the  screen,  on  the  other  hand, 
is  clearly  an  improvement. 

； Mgnature:  Harunobu  ga 

Date:  ^.1768/9 

Lender:  Mrs  Edwin  Grabhorn 
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Ill  Girl  Contemplating  the  'Moon  (first  stare) 
III 風流 六耿仙 在 原 業 平 （初 摺） 


Girl  Contemplating  the  Moon  (second  state) 
風流 六 歌仙 在 原 業 平 （後 措） 


ル 


113  Lover  Taking  Leave  of  a  Courtesan 

Chuhan 

In  a  room  dominated  by  the  boldly  painted  picture  of  Fuji  on  a  folding  screen,  a lover  is  taking 
leave  of  a  courtesan,  who  kneels  on  the  rumpled  bed  and  catches  the  hem  of  his  kimono  as  he  pre- 
pares to  knot  its  under-tie. 

Signature :  Harunobu  ga 

Date:  r. 1 768/9 

Former  collection :  J.  Keane 

This  print  is  described  in  Vignier  and  Inada,  Hcmmob!"  1910,  No. 99,  and  in  Darmon,  Kepertoire  des 
Estampes japonaises.  1922,  p. 28 

Lender :  Philadelphia  Museum  of  Art,  given  by  Mrs  John  D.  Rockefeller 
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113  Lm'cr  Taking  Leave  ot  a  Courtesan 
113 きぬぎ ぬ 


1 14  Rain  in  May 

114 風俗 四季 歌仙 五月雨 


114  Rain  in  May 


Chuban 

In  the  driving  rain,  two  young  women  under  a  single  umbrella,  evidently  returning  from  a  visit  to 
a  bath-house,  since  one  of  them  is  carrying  a  towel  over  an  arm,  pass  a  young  girl  going  in  the 
opposite  direction  and  apparently  just  about  to  open  her  umbrella.  A  dog  and  a  puppy  are  at  the 
doorway  to  the  establishment,  where  a  notice  hangs  announcing  a  'rest- day  tomorrow',  AsuyasumL 
From  the  series  with  title  Ffh^ohi  Shikt  Kasen,  'Customs  of  the  Four  Seasons  in  the  Poetry 
Masters',  and  a  verse  entitled  samidare^  'Fifth  Month  Rain' : 

Furisusabu 
Todae  wa  aredo 
Samidare  no 
Kumo  wa  harema  mo 
Mienu  sora  kana 

'The  downpour  ceases  from  time  to  time,  but  the  sky  is  never  seen  clear  or  the  summer 
rain  clouds.' 

Signature :  Suzuki  Harunobu  ga 

Date:  (T. 1 768/9 

Subject  reproduced:  U.T.S.,  PI. 9  (in  colour) ；  Noguchi,  1940,  PI.64;  Yoshida,  No. 5 06;  Tokyo 
National  Museum  Catalogue,  Vol.i,  No. 494 

Lender :  Philadelphia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 


115  Two  uirls  under  an  Autumn  Moon 

Chtthan 

Under  a  full  autumn  moon,  two  girls  are  reclining  out-of-doors  on  a low  bench  beside  a  stream. 
One  is  holding  a  fan  and  looking  towards  the  moon,  the  other,  head  on  hand,  is  watching  the  smoke 
rise  from  a  small  perfume  brazier  on  a  stand  in  front  of  her;  above,  in  the  conventional  cloud-form, 
is  the  title  of  the  set  Vi\okji  Shiki  Kasen,  'Customs  of  the  Four  Seasons  in  the  Poetry  Masters',  and 
the  sub-title  Chilshu^  'Mid-Autumn',  followed  by  a  verse  by  Fuji  war  a  no  Mitsutoshi  Ason  (differing 
slightly  from  the  printed  version  in  Zokit  Sen':^ai  Wakashil^  v，  478) : 

Aki hagi  no 
Hanano  no  tsuyu  ni 
Kage  tomete 
Tsuki  mo  utsurou 
丄 ro  ya  souran 

'Reflected  in  the  dew  of  the  field  of  flowers  of  autumn  bush  clover,  the  moon  is  tinted  too, 
it  adds  to  its  beauty  ！， 

Signature :  Suzuki  Harunobu  ga 

Date: に 768/9 

Print  reproduced :  Gale  Catalogue,  Vol.i,  No. 97 

Subject  reproduced:  Yosnida,  No. 508;  Ukiyo-e  Zenshft^  Vol. 2,  PI. 27 

Lender:  Mr  and  Mrs  Richard  P.  Gale 
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115 1 、、' り Girls  under  an  Autumn  Moon 
"5 風俗 四季 耿仙 中秋 


1 16  Mother  and  Child  by  a  Mosquito  Net 

Chtihan 

On  awakening,  a  mother  is  unhitching  the  mosquito-net  surrounding  her  bed,  pestered  by  her 
small  child  who  tugs  at  her  kimono.  It  is  the  height  of  summer  and  the  shdji  has  been  drawn  back  so 
that  the  bedroom  is  open  to  the  garden,  where  an  iris-fringed  pond  is  quite  close  to,  the  house.  A 
cicada-cage  is  suspended  from  a  beam  above,  and  a  circular  sieve-like  utensil  lies  on  the  verandah. 

Signature :  Harunobu  ga  ；  seal  of  the  Hayashi  collection 

Date:  c,i，()() 

Former  collection:  Hayashi 

Subject  reproduced :  U.T.S.,  Vol. 5,  PL  19  (in  colour)  ；  Yoshida,  No. 260 

Lender :  Philadelphia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 

117  Courtesan  Playing  a  Samisen 

Chtiban 

As  a  courtesan  seated  with  her  legs  beneath  a  futon  plays  the  samisen,  her  katmro  pushes  back  the 
shoji  revealing  a  snow-covered  landscape,  a  river  view  with  a  distant  hump-backed  wooden  bridge, 
two  boats  and  a  pine  tree  near  the  house.  Inside  the  room,  behind  the  courtesan,  is  a  tsaitate, 
decorated  with  a  design  of  peonies  by  a  rock. 

Signature :  Harunobu  ga;  seal  of  the  Hayashi  collection 

Date:  ^.1769 

Former  collection :  Frank  Hart 
ouD)ect  reproduced :  Yoshida,  No. 233 
Lender :  Miss  Edith  Ehrman 

118  Hotei 

Chtiban 

rhe  God  of  Happiness  lying  on  his  back  and  holding  up  a  small  boy  who  is  playing  with  a  toy 
windmill. ihe  mother  stands  to  the  right  and  bends  forward,  arms  outstretched  as  if  to  retrieve  the 
child.  Through  the  bars  of  a  window  and  across  the  open  verandah  rushes  can  be  seen  growing  by 
a  rustic  fence. 

Above  the  scene  is  the  title  of  the  series  Tosei  shichi-fukujin,  'The  Seven  Gods  of  Good  Fortune 
up-to-date',  and  the  verse: 

Sami  naranu  choshi  ni  notte  fukutoku 
o  uketamau  beki  ten  kozo  dono. 

'Not  by  the  samisen  but  to  the  tune  of  divine  blessing  is  the  boy  to  receive  good  fortune.' 

The  full  set  of  seven  prints  (three  with  the  alternative  title  Ukiyo  shichi-fuhijiti)  are  in  the  Art  Institute 
of  Chicago,  and  illustrated  in  A.I.C.  Harmob ず" Nos.23 1-7,  pp.141— 4  from  whence  the  translation 
of  the  poem  is  taken  and  where  it  is  explained  that  'multiple  plays  on  words'  are  involved  and 
'only  the  general  meanings  are  .  .  .  indicated'. 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1769 

Former  collection :  Chandler 

Subject  reproduced :  Harunobu  Memorial  Catalogue,  No. 84;  Harunobu  Gashu,  No. 70;  A.I.C. 
Harmoh"  No. 237,  p. 144;  Yoshida,  No. 633 

Lender:  Honolulu  Academy  of  Arts 
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iiy  Courtesan  Playing  a  Sam  ism 

117 三味線 を 弾く 太夫 


ii8  Hotel 

ii8 当世 七 福 人 布袋 


119  Shaving  Fukurokuju 


Chuban 

In  a  room  open  to  a  verandah,  and  a  garden  with  a  flowering  plum,  a  young  woman  in  a loose  wrap 
stands  upon  a  box  and  shaves  the  immense  dome  of  Fukurokuju,  who  sits  with  his  fan  held  across 
his  shoulder.  A  maid  stands  holding  a  basin  with  water  on  a  tray. 

The  great  domed  head  of  Fukurokuju,  the  God  of  Happiness  and  Longevity,  is  a  frequent  motif 
in  classical  and  popular  painting  alike.  In  this  print,  Harunobu  parodies  the  classical  Kano  painting 
by  simulating  the  characteristic  brushwork  of  that  school  in  his  outline  of  the  God:  the  other  two 
figures  are  in  normal  Ukiyo-e  style.  Harunobu  was  also  probably  bringing  to  mind  the  common 
Otsu-e  of  this  very  subject,  though  usually  in  the  Otsu-e,  Daikoku,  another  of  the  Seven  Gods,  is 
the  shaver. 

Signature :  Suzuki  Harunobu  ga 
Date:  1769/70 

No  other  reproduction  of  this  print  has  been  traced 
Lender :  Portland  Art  Museum 

120  Youth  with  Young  Woman  Making  Wadding 

Chilban 

On  the  raised  floor  of  a  room  a  girl  who  is  engaged  in  making  wadding  from  ma 職 ta  (floss-silk)  by 
pressing  it  and  drying  it  on  the  dome-shaped  heater  called  mrioke,  pauses  in  her  work  to  smoke, 
holding  the  long  pipe  in  her  right  hand,  and  to  converse  with  the  young  man  seated  at  her  side.  On 
his  knees  he  is  holding  a  bundle  wrapped  in  ^ifaroshiki  and  he  wears  an  inrd  attached  to  his  belt  by 
a  primitive-looking  netsuke.  Behind  the  fie-ures,  left,  is  a  folding  screen,  painted  with  a  scene  of 
white  egrets  among  reeds,  and  right,  slatted  doors.  A  cat  is  asleep  on  the  tatami  behind  the  girl. 

The  occupation  of  the  girl  immediately  gives  rise  to  a  comparison  with  the  earlier  print  'Evening 
Snow  on  the  Heater'  (No.  3 4)  and  it  is  instructive  to  observe  the  change  in  mood  and  treatment  of 
the  artist,  and  in  the  technique  of  the  colour-printer.  So  far  as  the  colours  are  concerned,  they  are 
now  normal,  or  even  commonplace,  as  compared  with  the  impression  of  strange  and  recherche  given 
by  those  in  the  earlier  print.  The  artist's  handling  01  the  figure  is  looser  and  broader  in  treatment. 

Signature :  Harunobu  ga 
Date:  (：. 1 767-70 

SuDject  reproduced :  Stern,  Master  Prints  of  Japan,  Ukiyo-e  Hanga^  No.  5i,pp.ii8/i9;  Yoshiaa,  No.  225 
Lender :  Philadelphia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 

121  A  Falconer 

Hashira-e 

The  fuU-lenp-th  figure  of  a  samurai  falconer  carrying  a  Dird  on  his  left  wrist.  He  is  wearing  two 
swords,  and  carries  a  stick,  with  which  to  govern  the  bird,  in  his  right  hand. 

Signature :  Suzuki  Harunobu  ga 

Date:  f. 1 769/70 

Print  reproduced:  Gale  Catalogue,  Vol.i,  No. 98 

SuDject  reproduced:  Tokyo  National  Museum  Catalogue,  Vol."  No. 5  82;  Yoshida，  No. 437 
Lender:  Mr  and  Mrs  Richard  P.  Gale 
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119  Shaving  Fukurokuju 

119 床 福禄寿 


I20  Youth  with  Young  Woman  Making  Wadding 

120 綿つ み 


122  The  Crystal  River  of  Koyasan 
122 風俗 六 玉 川 高 野 玉 川 


122  The  Crystal  River  at  Koyasan 


Hashira-e 

On  the  bank  of  a  river,  a  young  komuso  with  shakuhachi  (bamboo  pipe)  in  one  hand  and  basket  hat 
in  the  other,  is  walking  left,  the  range  of  mountains  and  the  temple  of  Koyasan  seen  at  the  far  bank. 
The  oblong  cartouche  has  the  title  of  the  series  Tu^okn  Mii  Tanmgaiva^  'Popular  Six  Crystal  Rivers', 
and  the  poem  by  Kukai  (Kobo-daishi)  who  is  depicted  in  the  adjoining  square  cartouche. 

Wasurete  mo  kumiya  shitsuran  tabibito 
no  Takano  no  oku  no  Tamagawa  no  mizu 

'Whatever  the  traveller  might  forget,  let  him  remember  to  draw  the  water  of  the  Crystal 
River  in  the  depths  of  the  hills  of  Takano.' 

This  is  one  of  a  set  of  six  prints,  each  symbolizing  one  of  the  'Six  Crystal  Rivers'  whose  names  and 
attributes  were  known  to  everyone  and  which  provided  the  subjects  for  innumerable  sets  of  prints 
designed  by  Ukiyo-e  artists.  One  print  in  the  series  was  derived  from  an  earlier  chuhan  set  (Yoshida, 
Nos.i  19  and  433). 

The  komuso  also  figures  frequently  in  Japanese  prints,  in  a  form  that  was  sometimes  so  remote  from 
the  komuso  of  reality  as  to  amount  almost  to  mitat"  Originally,  an  itinerant  priest  of  the  Zen  sect, 
he  wore  the  distinctive  'bee-hive'  hat  and  begged  for  alms  by  playing  the  bamboo  pipe,  the 
shakuhachi.  Political  and  other  outlaws  often  joined  the  sect  and  adopted  the  disguise. 

Signature:  Suzuki  Harunobu  ga 

Date:  iT. 1 769/70 

Former  collection :  Frank  Lloyd  Wright 

Subject  reproduced :  A.I.C.  Harunobu^  N0.201,  p. 125  ；  Yoshida,  N0.451 ;  Tokyo  National  Museum 
Catalogue,  Vol.i,  No.  5  72 

Lender:  Mr  John  H.  Van  Vleck 

123  Woman  Feeding  a  Pet  Mouse 

Hashira-e 

A  tall  young  woman  standing  near  an  open  shoji  holding  a  mouse  in  her  left  hand  and  feeding  it 
with  a  biscuit  held  in  her  right.  A  brindled  cat  sits  at  her  feet,  looking  up  at  the  mouse.  Outside, 
beyond  the  verandah,  snow  lies  on  the  water  cistern  and  the  trees  in  the  garden. 

Signature :  Suzuki  Harunobu  ga 

Date: に 1769/70 

Former  collection :  Frank  Lloyd  Wright 
Subject  reproduced :  Yoshida,  No. 61 3 
Lender:  Mr  John  H.  Van  Vleck 

124 Ihe  Voyeur 

Hashira-e 

A  girl  on  one  knee  before  a  mirror,  dressing  her  hair,  a letter  on  the  tatam  in  front  or  ner.  She  has 
dropped  her  clothes  to  her  waist,  and  has  on  a  scent  sachet  on  a  cord  round  her  neck.  Through  an 
opening  in  the  shdji,  a  youth  is  looking  in  and  watching  her.  Conventional  cloud  above,  but  no 
inscription. 

Signature :  Harunobu  ga 
Date:  r.1768 

Subject  reproduced :  Harunobu  Gashfi,  N0.151 
Lender:  Mr  John  H.  Van  Vleck 
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123  Woman  Feeding  a  Pet  Mouse 
123 猫と 鼠 

124  The  Voyeur 

124 鏡 前結髮 


23 


124 


125  Two  of  the  Eight  Views  of  Omi 
125 近 江 八景の 内 三 井 晩鐘 矢 橋 帰帆 


12  く   Two  of  the  liight  \iews  of  Omi 

HosO'banjoko-e 

An  uncut  sheet  of  two  pairs  of  panel  prints  from  a  set  of  mght  Views  of  Omi. 

Right:  In  a  narrow  upright  panel, a  girl  standing  at  an  open  shdji,  from  whence  can  be  seen  a  black 
bird  flying  across  the  sky;  title  at  side,  Omi  Hakkei,  J^ight  Views  of  Omi;  in  the  adjoining  square 
Mudera  no  banskd.  The  Evening  Bell  of  Miidera,  a  miniature  view  of  the  grounds  of  the  Mii  Temple, 
Lake  Biwa,  and  the  scudding  sails  or  boats  upon  it;  beyond,  the  boundary  fence,  and  distant  hills 
at  the  horizon  ；  verse  in  the  sky 

Omou  mi  no  akatsuki  sakaru 
hajime  20  to  mazu  kiku  Mil  no 
iriai  no  kane 

'As  the  bell  sounds  from  Mu  Temple,  the  traveller  says  "Hark!  I  am  a  step  nearer  to  the 
twilight." ' 

Left:  In  the  narrow  upright  panel, a  girl  seated  on  a  verandah  overlooking  the  lake  and  placing  a 
pin  in  her  hair;  title  at  side  Chm  tiakkei ； in  the  adjoining  square,  a large  junk,  its  sail  being  hauled 
in  by  the  sailors  as  it  nears  harbour  and,  above,  the  sub-title  Y abase  no  Kihan,  Boats  returning  to 
Yabase,  with  the  verse: 

Maho  hikite  yabase  ni kaeru  fune  wa  ima  Ucmde 
no  hama  o  ato  no  oikaze 

'The  boats  returning  to  Yabase  with  furling  sails  are  now  past  Uchide  in  a  tair  breeze.' 
Signature :  Harunobu  ga  (in  right  hand  upright  panel) 
Date:  c.ijjo 

Publisher's  mark:  Eijudo 

Another  pair  of  prints  of  the  same  series  is  reproduced  in  Yoshida,  N0.654 
Former  collection :  Frank  Hart 
Lender :  Miss  Edith  Ehrman 
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126  The  Game  of  Sugoroku 


Chuban 

Two  young  women,  partially  covered  by  the  futon  over  a  kotatsn,  are  seated  opposite  one  another 
playing  sugoroku,  the  board  spread  on  the  quilt,  and  the  girl  at  the  right-hand  about  to  throw  the  die 
as  the  other  makes  her  'move'  on  the  board.  A  foppish  young  man,  with  elegant  pipe  in  his  hand,  is 
seated  watching  the  game,  reclining  with  his  elbow  on  the  quilt-covered  framework  of  the  kotatsu. 
Despite  the  cold  weather,  the  shoji  are  drawn  back,  presenting  a  snow- covered  riverside  landscape, 
with  a  wooden  bridge,  moored  craft,  cottages  on  the  bank  and  a  distant  temple.  At  the  top  is  the 
title  of  the  series,  Vuryu  Edo  Hakkei^  'Fanciful  Eight  Views  of  Edo，,  with  sub-title  Matsnchiyama  no 
Bosets!"  'Evening  Snow  on  Matsuchi  Hill，,  and  alongside  is  the  verse : 

Shirayuki  no 
Furitsumu  michi  wa 
Matsuchiyama 
Ki  goto  ni  hana  to 
Miyuru  yugure 

'White  snow  is  piled  along  the  road  on  Matsuchi  Hill.  Every  tree  seems  to  be  blossoming 
in  the  twilight.' 

Sugoroku  ('Double  Sixes')  is  a  board  game,  still  current,  of  the  'race'  type,  played  with  counters  and 
single  die,  the  winner  being  the  player  who  reaches  the  goal  first.  A  variety  of  routes  and  stages 
were  employed,  among  the  most  frequent  being  those  of  the  Ddchu,  'On  the  Road'  type,  when  the 
favourite  5  5  Stations  of  the  Tokaido  were  quite  often  depicted  and  the  object  was  to  get  from  Edo 
to  Kyoto  in  the  quickest  time. 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1769 

Subject  reproduced :  Harunobu  Gcishii,  No. 49;  Yoshida,  No.  5  77 
Lender:  Miss  Edith  Ehrman 
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126  丁 he  Game  of  Sugoroku 
126 風流 江戸 八景 真 乳 山 暮雪 


127  Liberating  a  Caged  Bird 
127 放 生 


127  Liberating  a  Caged  Bird 


Chuban 

Close  to  her  tea-stall  under  the  torii  or  the  :5hint6  shrine  at  Kasamori,  Osen,  the  tea-house  waitress, 
famed  for  her  beauty,  is  standing  with  a  young  maid.  Beside  her  a  young  man  has  released  one 
caged  bird  which  flies  away  top  left,  and  holds  another  in  his  hand  waiting  to  give  it  its  freedom. 
The  act  of  freeing  caged  birds  in  temple  grounds  was  thought  to  gain  merit,  as  if  thereby  the  gods 
were  propitiated.  A  cage  of  birds  awaiting  sponsors  for  their  freedom  stands  against  the  torii 
pillar.  Cryptomerias  are  growing  at  the  side  of  the  torii. 

Above  the  cloud  line  is  the  verse : 

Aware  nado  ato  dani  mienu  mum  dori  no  sora  ni  ukina 
no  tachi  madouran. 

'How  touching  that  the  multitude  of  birds  (little  people)  can  no  longer  be  traced  but  only- 
leave  their  scandals  wandering  in  the  sky.' 

Osen,  and  her  rivalry  with  Ofuji  of  the  Moto-janagi-ja  cosmetic  shop,  are  discussed  in  the  Intro- 
ductory essay. 

Signature :  Suzuki  Harunobu  ga 
Date:  c.\~iG<) 

Former  collection :  Waggaman 

Print  reproduced :  A.I.C.  Harunobu^  No. 213,  p.13 1 

Subject  reproduced:  Yoshida,  No. 573 

Lender:  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 


128  The  Tea-stall 

Hashira-e 

Osen,  the  tea-house  beauty,  stands  by  her  stall  at  the  foot  of  the  Kasamori  Shrine  torii,  a  crypto- 
meria  tree  beside  her.  She  is  carrying  a  fan  which  bears  a  print  of  a  chrysanthemum- viewing,  and 
she  has  her  left  hand  to  her  head  adjusting  a  hair-pin. 

Signature :  Suzuki  hiarunobu  ga 

Date:  r.1769 

Former  collection :  Colburn 

Print  reproduced :  A.I.C.  Harunobu^  No. 219,  p. 134 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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128  The  Tea-stall 

X28 笠 森お せん 


129  Sumif^na:  The  Violet  Flower 


Chilban 

Another  picture  of  the  Moto-janagi-ja  depicted  in  print  No. 8 8，  now  viewed  from  a  position  slightly 
to  the  right.  Ofuji  is  seated  on  the  engaiva,  her  back  to  the  powder-mill,  looking  at  a  pillar-print 
being  shown  to  her  by  a  youth  seated  beside  her.  The  print  shows  Osen，  Otuji's  rival,  and  bears  a 
signature  wnich,  although  not  clear,  is  presumably  intended  for  Harunobu's.  A  signboard  at  right 
advertises  Genji  Nioi-fmhi  (Genji  Perfumed  Powder)  and  bears  the  name  of  the  house,  Moto-janagi- 
ya  (Original  Willow  House).  Leaves  fallen  from  the  ginkyo  tree,  which  is  recorded  as  being  outside 
the  premises,  lie  on  the  ground  beside  one  of  Ofuji's  discarded  ^^cV^^. 

The  print  is  one  of  the  series  Ukijo  bijin  josebana^  'Popular  Beauties  with  Flowers',  and  above  the 
cloud-line  is  a  verse : 

Sumire  tsumu  haru  no  nohara  no  yukari  areba 
usu-murasaki  ni  sode  ya  someken. 

'Should  there  be  an  affinity  between  the  spring  field  and  the  girl  who  picks  violets  there, 
her  sleeves  will  be  dyed  in  pale  violet  colour.' 

The  sub-title  is  Yojija-musume  ―  'the  tooth-pick  seller'. 

Prints  of  the  series  with  this  title  have  been  doubted  as  being  true  work  of  Harunobu,  and  the 
A. I.e.  Harunobu  goes  so  far  as  to  give  to  Harushige  (Shiba  K5kan)  one  of  the  series  (p.  1 5  6)  whilst 
leaving  others  including  the  'Violet  Flower'  under  the  name  of  Harunobu.  Certainly  all  prints 
under  the  series  title,  if  they  are  Harunobu's,  belong  to  a  very  late  period  in  his  career,  and  the  one 
given  to  Harushige  in  the  A.LC.  Catalogue  could  well  be  the  work  of  a  follower,  utilizing  the  same 
series  title.  Perhaps  in  others  we  simply  see  the  work  of  an  enfeebled  master,  or  even  pupils'  work 
made  under  Harunobu's  eye;  whereas  one  or  two  (e.g.  Nos.i  30  and  131  in  our  catalogue)  have 
the  unmistakable  impress  of  the  artist's  own  hand  and  fanciful  touch. 

Signature :  Harunobu  ga 

Date:  (T.iyyo 

Former  collection:  Appleton 

Print  reproduced :  A.LC.  Harmobu^  No. 223,  p. 136 

Lender :  The  Art  Institute  of  Chicago,  Clarence  Buckingham  Collection 
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130   Nadeshiko:  The  Pink  Flower 

Chiiban 

An  elegant  young  fan-seller,  his  tier  of  boxes  poised  on  his  shoulder  and  the  end  of  his  head-scarf 
held  fetchingly  between  his  lips,  stands  at  the  entrance  to  a  shop,  wafting  a  fan  in  his  free  hand, 
and  giving  the  eye  to  the  young  woman  standing  on  the  engawa  and  supporting  herself  against 
the  framework  of  the  shojL 

This  is  another  of  the  series  entitled  Uktyo  mjmyosebam,  'Popular  Beauties  with  Flowers',  the  sub- 
titles being  Koko  rms! 匿、 and  Xadeshiko  -  pinks.  The  sub-title  'Roko  girl'  is  not  easy  to  under- 
stand. Roko  is  known  to  be  the  name  of  an  actor  who  was  also  a  shopkeeper:  a  'Roko  girl'  meaning 
a  'Roko  admirer'  would  be  a  possible  explanation,  but  it  may  well  be  that  there  is  some  topical 
allusion  that  escapes  us. 

The  verse  (by  letaka,  I し Kf,  1 3804)  is  also  rather  obscure : 

Teru  hi  ni  mo 
Omou  naka  ni  wa 
Fuku  kaze  no 
Chiri  dani  suenu 
Tokonatsu  no  nana 

'Even  on  a  sunny  day  a  breeze  can  blow  up  between  lovers  ；  but  no  wina-blown  dust 
gathers  on  the  flowers  of  the  wild  pinks ノ 

Signature :  Harunobu  ga 

Date:  f.1770 

Print  reproduced :  ricke,  Chats  on  Japanese  Prints,  191 5,  PI. 12 
Subject  reproduced :  Yoshida,  No. 45  8 
Former  collection : し handler 
Lender :  Honolulu  Academy  of  Arts 


131  Hagi: ihe  Bush  Clover 

Chuban 

Close  to  a  tokonoma,  a  courtesan  is  kneeling  to  tie  her  ka 讓 ro,s  obi  and  turns  to  look  at  a  super- 
scription on  a letter  held  out  to  her  by  a  monkev,  who  has  reached  out  of  the  painting  in  the 
tokomma  to  hand  it  to  her.  The  letter  is  addressed  to  Hatsuito  of  Yamashiro-ya.  In  the  tokonoma  a 
chrysanthemum  hangs  in  a  bamboo  vase,  and  a  book  lies  beside  its  lacquered  box. 
The  comino-  to  life  of  realistically  painted  creatures  is  quite  common  in  the  annals  of  Japanese  art, 
and  the  courtesan  in  tnis  print  displays  little  surprise.  Another  amusing  print  by  Harunobu  of  the 
same  kind  shows  a  courtesan  proffering  her  pipe  to  Daruma  who  extends  ms  hand  from  the  kake- 
mono to  take  it  (Kurth,  Suzuki  Harimohu^  PI, 31), 

This  is  another  print  from  the  series  Ukiyo  bijin  josebana,  'Popular  Beauties  with  Flowers',  and 
represents  hagi  or  bush  clover.  The  poem  above  the  cloud  line  reads : 

Wakeyukeba 

Ta  ga  tamoto  ni  mo 

Utsururan 

Waga  shimejino  no 

Haei      hana  2uri 

'Where  does  it  cast  its  shade,  as  I  go  wandering,  my  clover-dyed  Shimejino  cloak?* 
Signature :  Harunobu  ga;  seals  Wakai,  Hayashi 
Date:  1770 

Former  collections :  Wakai  ；  Hayashi 

Subject  reproduced :  Tokvo  National  Museum  Catalogue,  Vol.i,  No.  5  25  ；  Yoshida,  No. 463  ； 
N.H.B.Z.,  Vol.1,  No. 503  ' 

Lender :  Mr  Hans  Popper 
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131  Hagi:  The  Bush  Clover 

131 浮世 美人 寄 花 山城 屋初糸 萩 


132  Lovers  Sharing  an  Umbrella 

Hashira-e 

Two  young  lovers  sharing  an  umbrella  in  the  snow  as  they  stand  beneath  a  willow-tree,  each  with 
one  hand  upon  the  handle. 

Usually  known,  from  the  black  haori  of  the  man  and  the  white  dress  of  the  girl,  as  'The  Crow  and 
Heron',  this  print  has  obviously  erotic  implications,  the  situation  of  aiaignsa^  'together  beneath  one 
umbrella',  being  a  decidedly  compromising  one. 

The  fact  that  there  is  a  very  famous  chtlhan  print  by  Harunobu  of  almost  identical  subject  has  given 
rise  to  the  suggestion  that  possibly  Harunobu  was  not  the  designer,  the  A.I.C.  Hartmobn  going  so 
far  as  to  say  'Design  suggests  the  work  of  Shiba  Kokan  particularly  in  the  treatment  of  the  faces  .  .  •， 
But,  as  has  been  pointed  out  in  the  introduction,  Harunobu  frequently  based  prints  upon  book 
designs,  or  made  hoso-ban  or  hashira-e  versions  of  prints  originally  designed  in  the  chilhan  format,  and 
the  faces  are  not  sufficiently  unlike  those  of  a  number  of  Harunobu's  latest  prints  for  the  ascription 
to  Shiba  Kokan  to  be  justified.  On  the  other  hand,  another  practically  identical  pillar-print  (Yosh- 
ida,  No. 606)  is  in  a  style  that  suggests  Shiba  Kokan  and  the  signature  is  of  the  type  associated  with 
his  forgeries. 

Signature :  Harunobu  ga 

Date:  r.1770 

Print  reproduced:  M.LA.  Exhibition  Catalogue,  1961,  No. 73,  Fig. 6;  Gale  Catalogue,  Vol.i,  No. 99 

Subject  reproduced :  Fenellosa,  'Epochs  of  Chinese  and  Japanese  Arty  Vol. 2;  Jack  Hillier,  Japanese 
Masters  of  the  Colour  Print,  1954，  PI. 175 ;  A.I.C.  Harmobu,  No.  2  5  5,  p.153  ；  Yoshida,  No. 607 

Lender :  Mr  and  Mrs  Richard  P.  Gale 


133   Gompachi  and  Komurasaki 

Oban 

The  full-length  figures  without  background  apart  from  the  colour,  of  Gompachi  and  Komurasaki, 
both  disguised  as  komuso  and  carrying  straw  hats  and  bamboo  pipes.  The  figures  are  in  strongly 
contrasting  clothes,  the  man  predominantly  in  black,  the  woman  in  white. 

The  romantic  tale  of  these  17th-century  lovers  has  had  a  constant  fascination  for  Ukiyo-e  artists. 
Shirai  Gompachi,  a  samnrai,  slew  a  fellow-clansman  in  a  quarrel,  and  forced  to  become  a  ronin^  a 
'man  without  a  master/  adopted  the  guise  of  a  komuso  (see  N0.122).  In  an  inn,  a  young  girl,  Komura- 
saki, kidnapped  by  bandits  from  her  wealthy  parents,  saves  his  life  by  warning  him  of  the  bandits' 
evil  designs  on  him,  and  he  returns  her,  after  routing  the  kidnappers,  to  her  father.  Later,  be- 
friended by  a  'wardsman'  iotokodate)  named  Chubei,  he  frequents  the  Yoshiwara,  and  there  meets 
Komurasaki,  obliged  to  sell  herself  to  aid  her  parents,  now  fallen  into  abject  poverty.  He  vows  to 
free  her,  but  resorts  to  robbing  and  murder  to  raise  the  money  needed,  is  caught  red-handed,  and 
executed.  Hearing  of  his  death,  Komurasaki  dies  by  her  own  dagger  upon  his  grave  mound. 

Apart  from  six  or  seven  ohan  heni^uri-e  prints  produced  at  the  outset  of  his  career,  Harunobu  con- 
fined himself  to  the  smaller  chuhan  or  hoso-e  except  of  course  for  the  hashira-e^  until  the  last  year  of 
his  life  when  he  reintroduced  the  larger  sheet  in  about  a  dozen  prints,  of  which  this  is  one.  There 
seems  little  doubt  about  the  date  of  this  second  wave  of  ohan  prints,  since  one  is  indirectly  dated. 
This  is  the  print  in  the  British  Museum  (reproduced  in  Waterhouse,  Harimobu  and  his  age.  No. 60) 
in  which  a  courtesan  is  holding  a  copy  of  Harunobu's  Yoshiwara  Bijin  Awase^  which  was  not  pub- 
lished until  1770. 

The  innovation  of  the  larger  sheet  was  not  followed  by  other  artists  and  it  was  not  until  about 
1776/7  that  Shigemasa  and  Koryusai  began  to  design  dban  prints  which  thereafter  became  the 
commonest  format  for  biiin-ga  {hosohan  was  the  normal  format  for  actor-prints). 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1770 

Former  collection:  Kobayashi 

Subject  reproduced :  Tokyo  National  Museum  Catalogue,  Vol.i,  No.  5  62;  Yoshida,  No. 5  64 
Lender:  Yale  University  Art  Gallery,  gift  of  Mr  and  Mrs  Walter  Bareiss 
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132  Lovers  Sharing  an  Umbrella 
132 雪中 相合傘 


133  Gompachi  and  Komurasaki 
133    二人 虚無僧 （権 八 小 紫 か） 


134  'Parrot  Komachi ，：  One  of  the  'Seven  Episodes  of  Komachi' 
134 風流 ヒ 小町 おおむ 小町 


134  'Parrot  Komachi':  One  of  the  'Seven  Episodes  of  Komachi' 

Fan-shaped 

In  the  Nam - Komachi,  the  'Seven  Episodes  of  Komachi',  the  one  called  Omn  Komachi,  'Parrot 
Komachi',  refers  to  the  occasion  when  she  answered  a letter  sent  to  her,  in  her  self-chosen  seclu- 
sion, by  the  Emperor  by  changing  a  single  word  {ya  to  ^6)  and  returning  the  letter  to  him.  In  this 
print,  from  a  series  entitled  Furyu  Nana  Komachi,  'Up-to-date  Seven  Komachi',  with  sub-title 
Omu,  a  courtesan  is  about  to  entrust  a love-letter  to  her  kamuro,  whom  she  holds  affectionately  with 
an  arm  around  the  other  girl's  shoulder.  fus 聽 a  of  the  room  is  painted  with  a  parrot  perched 
on  a  rock.  Behind  the  couple  is  a  tsuitate  and,  all  around,  the  railings  of  the  verandah  are  clearly- 
visible  at  the  corner  of  the  house. 

The  verse  in  the  square  cartouche  is : 

Kumo  no  ue  wa  arishi  mukashi  ni  kawaranedo  mishi 
tamadare  no  uchi  20  yukashiki 

'Above  the  clouds  (i.e.  at  the  Court)  everything  is  unchanged  now  as  in  older  times,  but  I 
still  long  for  all  that  I  have  seen  benind  the  jewelled  curtain.' 

The  Emperor  asked  if  she  missed  the  court.  She  replied,  'Yes. 1 ao!， 

This  design  is  the  last  in  a long  series  of  different  versions,  partly  based  originally  on  a  famous 
kakemono - e  by  Okumura  Masanobu  (illustrated  in  Vignier  and  Inada,  Primitives,  Pl.xxxii,  No.i  1 5). 
The  series  probably  began  with  a  chuban  print  of  about  1766  (illustrated  in  Tokyo  National  Museum 
Catalogue,  Vol. i,  No. 409),  continued  in  a  hosoban  of  about  the  same  time  or  perhaps  later  (Yoshida, 
No. 178)  and  the  pillar-print  (Yoshida,  No.  5  5  3)  of  about  a  year  later,  and  ended  finally  in  this  fan 
print. 

Unsigned 

Publisher's  mark:  Enshuya 
Date:  1770 

Lender:  Museum  of  Fine  Arts,  Springfield,  Mass.,  Raymond  A.  Bidwell  Collection 

1^5  Youth  and  Boy  Fishing  in  a  River 

Chiiban 

A  youth  and  a  boy  wading  barefoot  in  a  stream  flowing  round  a  bank  which  juts  out  from  the  side. 
The  youth  is  hauling  in  a  fishing  net  and  the  boy  looks  to  see  what  has  been  caught.  Above  the 
bank  the  flowers  of  a  cherry-tree  are  white  against  the  pearl  grey  of  the  sky  and  an  azalea  grows  at 
the  foot  of  the  tree. 

Unsigned 

Date:  ci-jGi) 

Former  collection:  Church 

Print  published :  Church  Sale  Catalogue,  February  1946,  No. 23 

Subject  reproduced :  Yoshida,  No. 259;  Waterhouse,  Harunobu  and  his  age.  No. 46 

Lender:  Mr  Thomas  J.  Rosenberg 
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135  Youth  and  Boy  Fishing  in  a  River 
135 網打ち 


136  The  Snow-clogged  Geta 
Chuban 

In  front  of  a  bamboo  fence,  a  couple  who  have  been  walking  in  the  snow  pause  whilst  a  youth 
bends  to  clear  the  snow  with  his  fan-stick  from  the  girl's  geta.  She  is  carrying  an  umbrella  domed 
with  snow  and  as  she  lifts  her  foot,  steadies  herself  by  resting  a  hand  on  the  youth's  back.  Behind 
the  fence  is  a  flowering  plum,  and  above  the  cusped  cloud-line  is  the  verse : 

Kyo  dani  mo 
Michi  fumiwakenu 
Shirayuki  no 
Asu  sae  furaba 
Hito  mo  matareji 

'Today  I  want  to  make  my  way  through  the  white  snow;  it  it  snows  again  tomorrow  no 
one  is  likely  to  visit  me  here.' 

The  action  depicted  in  this  print,  revealing  an  endearing  intimacy  between  the  couple,  is  not  un- 
common in  Ukiyo-e  art,  but  the  origin  of  this  particular  grouping  whether  directly  or  via  another 
Harunobu  print  of  similar  design  but  portraying  two  girls  (Yoshida,  N0.449,  A.I.C.  Harmob も 
No.  1 69,  p. 103)  is  almost  certainly  a  print  in  one  of  Sukenobu's  ebon, Ebon  Mina  no  Gawa  of  1733  (the 
page  in  question  is  illustrated  in  N.H.B.z..,  Vol. 2,  p. 182). 

There  is  a  certain  awkwardness  in  the  bending  figure  of  the  youth  that  has  given  rise  to  a  suspicion 
that  the  print  is  the  work  of  Shiba  Kokan,  though  the  form  or  the  signature  does  not  altogether 
support  that  theory. 1 he  problem  is  further  complicated  by  the  existence  of  another  print  signed 
Hamshige,  'Stocking  the  rish  Pond'  (reproduced  in  Noguchi,  1940,  PI.81 ;  A.I.C.  Harmob!"  N0.7, 
p.  1 5  8)  in  which  the  figure  of  the  girl  bending  to  empty  a  bucket  into  a  pond  has  such  obvious 
affinities  with  the  bending  youth  in  our  present  print  that  the  conclusion  is  inescapable  that  it  is 
based  on  this  print.  Whether  indeed  the  *  Snow-clogged  Geta,  was  an  earlier  print  of  Harushige's 
under  the  forged  Harunobu  signature  is  not  easily  decided :  the  figure  of  the  girl  has  so  much  of  the 
mincing  charm  of  Harunobu's  own  creations  that,  bearing  in  mind  too  the  acceptable  form  of  the 
signature,  it  might  well  be  a  very  late  work  of  Harunobu. 

Signature :  Suzuki  Harunobu  ga 

Date:  r.1770 

Print  reproduced:  Noguchi,  1940,  PL 8 2 

Lender:  The  Metropolitan  Museum  of  Art,  The  Howard  Mansfield  Collection;  Purchase,  Rogers 
Fund,  iQ ス 6 


137  Two  ^irls  Studying  a  Pillar-print 

Chuban 

Two  girls  are  studying  a  pillar-print  of  a  courtesan  riding  a  carp  (a  mitate  of  the  Sennin  Kinko)  the 
standing  girl  holding  the  print  at  the  top,  the  girl  sitting  on  her  heels  steadying  it  at  the  base  as  she 
looks  at  it.  The  room  they  are  in  is  open  to  the  garden  where  there  is  a  cistern  under  a  small  pent- 
roof  and  an  autumn-leaved  maple. 

Above  the  cloud  line  is  a  poem  by 1 eika: 

Nishiki-e  ni 
Omokage  nokosu 
Momiji  kana 

'He  leaves  his  image  (memory)  in  colour-prints :  autumn  leaves  .  .  ノ 

{(Omokage  also  means  'trace,.  'Autumn  leaves'  have  a  stock  association  with  'brocade') 

A  pillar-print  very  similar  to  the  one  depicted  (though  in  reverse)  is  exhibited  alongside  (N0.69). 

It  has  already  been  suggested  in  the  introduction  that  this  print  may  be  by  one  of  Harunobu, s 
followers,  and  in  fact  the  style  points  to  Kamai  Yoshinobu.  The  supposition  is  given  some 
support  if  the  inscription  is  read  as  a  memorial  to  Harunobu,  published  soon  after  his  death. 

Signature  (on  the  pillar-print) :  Harunobu  ga 

Date:  r.1770/1771 

Former  collections :  Foxwell;  Foster 
Lender:  Mr  Hans  Popper 
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1 


瞻 

X%o  The  :Miow-dog£rcd  Ce/a 

136 雪中 男女 （舂重 か） 


應 


il  I '  fjilft^i  111 ■■  -  '"■^■'^^^ —  • 
I"  Two  Girls  Studying  a  Pillar-print 
137 柱 絵 を 見る 美人 （美 信 か） 


太》 

み 


リ 8  Small-talk  in  the  Yoshiwara 


138 まめす け 

138  Small-talk  in  the  Yoshiwara 

Chabanjoko-e 

In  an  apartment  in  the  Yoshiwara,  a  courtesan  seated  beside  a  decorative  screen  and  smoking  a 
pipe  offers  her  pipe  to  her  lover,  seated  on  a  corner  of  the  partially  rolled-up  bed.  He  asks  Konogoro 
wa  nan  to  iu  uta  ga  hayaru ？、  'What  song  is  popular  these  days  ？， 

Above  the  cusped  line  at  the  top  of  the  print,  Mamesuke,  the  imaginary  guide,  sums  up: 

Yoshiwara-koku  no  shokai  jori  yohodo  josu  no  cmgouta  mono,  Yabo  na  hanashi  no  futsngou  wa，  shikashi 
ochido  ga  mi,  Kononchi  ga  shugyd  naru, 

'It's  quite  a  different  thing  from  what  it  was  at  the  first  meeting  in  the  Yoshiwara  world.  One 
doesn't  speak  quite  properly  yet,  but  that's  all  right,  isn't  it  ？  This  is  what  training  is  all  about/ 

This  is  one  sheet  of  a  shimga  album  known  provisionally  (no  title-slip  is  preserved)  as  Mamesuke, 
whose  running  commentary  on  the  scenes  is  printed  at  the  top  of  each  print.  Only  eight  sheets  of 
the  album  have  survived,  reproduced  (some  with  details  masked)  in  YoshiKazu  Hayashi's  Empon 
Kenkju:  tiarmobu  (Study  of  Erotic  Books :  Harunobu),  Tokyo,  1964. 

Signature  (on  the  screen) :  Hamnobu  ga 

Date:    1 769/70 

Subject  reproduced:  Yoshikazu  Hayashi,  Umpon  Kenkyii:  Harnnobn  (Study  of  Erotic  Books: 
Harunobu),  1964,  p.237 

Lender :  Miss  Edith  Ehrman 
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139  Girl  Seeking  Her  Lover  with  a  Lamp 

Chilban 

A  girl  ascending  the  outside  wooden  steps  to  a  verandah,  holding  a lamp  in  her  left  hand,  and  turn- 
ing her  head  towards  a  youth  who  has  drawn  back  the  shdji  of  a  room  alongside  the  verandah,  and 
kneels  awaiting  her  coming. 

Above  the  usual  'cloud-line'  is  the  poem  headed  Shinobu  koi、  'Hidden  love' : 

Ka2u  naranu 
(Mi)yama-gakure  no 
Umoremizu 
Uki  ni  wa  koi  o 
Morasazarikeri 

'Like  the  unheeded  water  hidden  in  the  mountains,  our  love  does  not  show  itself  even  in 
distress/ 

(The  poem  is  by  Fujiwara  Muneyasu,  Zohi  Goshiii  Wakashii、  xi，  650.  The  〃//,  in  line  two,  has  been 
accidentally  omitted.)  The  signature  on  this  print  conforms  to  that  of  a  number  of  prints  suspected 
of  being  bv  Shiba  Kokan  and  the  somewhat  stiff  movements  of  the  figure,  and  the  facial  types, 
make  it  very  probably  that  this  is  a  Shiba  Kokan  print.  Curiously  enough,  the  maker  of  a later 
facsimile  of  this  print  (accepted  as  original  by  Barboutau,  in  whose  sale  catalogue,  Vol. 2，  No. 276, 
it  is  illustrated)  clearly  regarded  the  signature  with  misgiving  and  substituted  a  much  more  ortho- 
dox-looking signature,  Stit^uki  Hartmohu ga\ 

Signature :  Haninobu  ga 

Date:    1 770/ 1 

Lender:  Philadelphia  Museum  of  Art,  Samuel S.  White,  3rd,  and  Vera  White  Collection 

140  Courtesan  and  Two  Kamuro  and  Giant  Snowball 

Chiiban 

Two  kamuro,  who  have  been  making  a  giant  snowball,  blow  on  their  frozen  fingers,  watched  by  a 
courtesan.  The  snow  is  given  form  by  skilful  blind-printing.  Behind  the  group  is  a  brushwood 
fence  over-topped  by  snow-covered  bamboos.  Through  a  gateway  into  the  garden  there  is  a 
glimpse  of  a  canal  with  ice-blocks  covering  its  surface  and  a  man  poling  a  boat  through  the  floes. 

The  exaggerated  perspective  of  the  fence,  the  hair  styles  and  the  form  of  the  signature  have  been 
more-or-less  universally  accepted  as  confirming  this  to  be  a  print  by  Shiba  Kokan,  the  acknowledg- 
ed forger  of  Hamnobu's  signature.  This  does  not  in  the  slightest  detract  from  the  merit  of  the 
design  or  the  telling  quality  of  the  colours  enhanced  in  the  reflected  light  of  the  snow  against  the 
blue-green  of  the  sky,  still  largely  unimpaired. 

Signature :  Hanmobu  ga 

Date:  r. 1 770-2 

Print  reproduced :  Grabhorn,  Figure  Prints  of  Old  Japa ，！,  1959,  PI. 28 
Subject  reproduced :  Sotheby  Sale  Catalos'ue,  24  January  191 1,  PL 5 
Lender :  Mrs  Edwin  Grabhorn 
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139  Girl  Seeking  Her  Lover  with  a  Lamp 
139 忍 恋 （伝 春 重） 


140  Courtesan  and  Two  Kamuro  and  a  Giant  Snowball 
140 雪晴れの 朝 （伝 春 重） 


春售翁 


141  Gathering  Sea-Shells  on  the  Beach 
141 潮干狩 （19 世紀の 作 か） 


141   Gathering  Sea-Shells  on  the  Beach 

Obanjoko-e 

Two  young  women  walkinp-  beneath  a  pine-tree  near  the  edge  of  the  sea,  one  stooping  to  pick  up 
sea- shells,  the  other  wringinp-  out  her  wet  sleeve.  Both  are  wearing  rustic  straw  skirts. 

This  print  presents  a  number  of  curious  features.  It  is  almost  certainly  posthumous,  possibly  as 
late  as  the  early  1 9th  century  ；  it  is  copied  and  enlarged  from  a  double  page  illustration  in  Harunobu's 
Ehon  Hana-katsura,  'Picture  Book:  The  Flowering  Katsnra\  of  1764,  omitting  the  poem  at  the  top- 
left  by  Atsutada;  and  it  has  been  printed  in  blue,  now  faded  to  buff,  with  part  of  the  design  in 
white  line  on  the  blue. 

Signature :  Suzuki  I  larunobu  hitsu;  seal,  Harunobu 
Date:  c.  early  19th  century 

Lender :  Yale  University  Art  Gallery,  gift  of  Mrs  William  H.  Moore 
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Picture-books  (Ebon) 


rhe  printed  picture-books  of  Harunobu  cover  the  whole  period  of  his  career  from  1764  to  1770, 
and,  as  they  are  dated  and  appeared  regularly,  provide  reliable  evidence  of  the  development  of  his 
style  during  the  period.  However,  until  the  colour - printed  Yoshhvara  Bijin  Awase  of  1770,  the 
picture-books  were  obviously  minor  undertakings,  printed  in  ink  outline  only,  and  do  not 
adequately  reflect  his  more  consequential  productions  in  separate-sheet  form,  so  that  their  useful- 
ness as  a  guide  to  dating  colour-prints  is  limited. 


142  Hhon  Kokinran  Picture-book:  Ancient  Gold  Brocade 
142 糟本 古金 竊 


142  Ekon  Kokinran  Picture-book:  Ancient  Gold  Brocade 

3  volumes :  8^x6  inches ；  covers  vellow  with  design  of  Ho-o  bird  medallions  in  over-all  cloud 
pattern  ；  titles  black  on  pink  slips  ；  sheets  numbered  ；  sumi  printed. 

Vol.1 :  10  sheets,  i  p.  preface  by  Asahi  dated  mi^imoto  mm  (sic.  mi で moe 謂 a,  i.e.  1762);  i  single- 
page  and  9  double-page  prints. 

Vol.2 :  10  sheets,  4  single-page  and  8  double- page  prints. 
Vol. 3  :  10  sheets,  11  single-page  and  4  double-page  prints. 
Last  page,  colophon : 

Artist:  Suzuki  Harunobu ；  seal:  Harunobu 

Publishers :  Yamazaki  Kimbei,  Edo;  Nishimiya  Shinroku,  Edo 

Date:  Horeki  13  -  r^i で moe  hitsuji  (1764) 

A  picture-book  of  varying  subject-matter  (the  contents  or  Vols.i  and  2  are  listed  in  Toda,  pp. 166/7). 
《The  preface  explains  that  the  pictures  done  by  inferior  artists  often  lose  their  charm  after  long 
inspection,  wnile  the  works  of  good  artists  are  like  living  tnings.  Because  ancient  brocades  increase 
in  their  beauty  as  we  look  at  them  for  a long  time,  this  book,  containing  life-like  pictures,  is  called 
'Ancient  Gold  Brocade'  (Toda). 

1 here  is  a  tradition,  perhaps  arising  from  a  slip  in  the  dating  of  the  preface  (read,  for  instance,  by 
Vignier  in  the  Haviland  Catalogue,  iSth  sale,  June  1927,  No. "8,  as  1753),  that  Vol.i  of  this  ebon 
was  designed  by  :5higenaga  and  that  Harunobu  completed  the  book  after  Shigenaga's  death.  (Mrs 
Brown,  p.  144;  Nakada,  p. 82).  There  is  nothing  in  the  preface  or  elsewhere  in  the  book  to  justify 
the  tramtion. 
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143  Ebon  Hana-kats/ira  Picture-book:  The  Flowering  Katsiira 
143 繪本 花葛蘿 


Illustration  exhibited :  (Vol. 2,  7/8)  Girls  washing  or  dyeing  cloth  out  of-doors  and  looking  up  at  a 
hototogisu  (cuckoo)  flying  overhead. 

Literature:  Brown,  Wock  Printing  and  Book  llhtstration  in  Japan,  pp. 142  and  144;  Toda,  Descriptive 
Catalogue  of  Japanese  and  Chinese  Illustrated  Books ，  pp.  166/7;  Nakada,  Ehm  no  Kenkjil^  pp. 8 1 /i. 

Lender :  The  Art  Institute  of  Chicago 

143  Ebon  Hana-katsura  Picture-book:  The  Flowering  Katsura 

3  volumes  in  one:  9  x  G\  inches ；  covers  light  green  with  ？ old  bars,  title  slips  lacking ；  sheets  num- 
bered; snmi  printed. 

Vol.1 :  10  sheets,  i  sheet  preface,  signed  by  Naniwa  Tokusoshi;  i  page  picture  of  Dainagon  Kinto; 
remainder,  8  double-page,  i  single-page  prints  under  headings  of  9  of  the  'Thirty-six  Poets'. 

Vol.2 :  8  sheets,  2  single-pag-e  and  8  double-page  prints  under  headings  of  10  more  of  the  'Thirty- 
six  Poets'. 

Vol. 5  :  9  sheets,  17  single-page  prints  under  the  headings  of  17  of  the  'Thirty- six  Poets'. 
Last  page,  colophon: 

Artist:  Toto  (Edo)  Gako  Suzuki  Harunobu  hitsu;  seal:  Harunobu 
Author :  Toto  Naniwa  Tokusoshi;  seal:  Tokuzoku  (？) 
Publisher:  Yamazaki  Kimbei,  t^ao 
Date:  Meiwa  kinoe  sarii  (1764) 

This  book  has  as  frontispiece  an  imaginery  portrait  of  Kmto  (966-1041)  (who  was  responsible  for 
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listing  the  'Thirty-six  Poets'  early  in  the  i  ith  century),  and  36  illustrations,  one  to  a  poem  by  each 
of  the  poets. 

The  text  accompanying  the  illustrations,  in  which  an  attempt  is  made  to  draw  the  moral  of  the 
verse,  is  by  Tokusoshi,  who  was  associated  with  Harunobu  as  text-writer  in  a  number  of  other 
books. 

The  designs  for  several  of  the  illustrations  in  this  book  were  re-used,  wholly  or  in  part,  for  colour- 
prints  published  subsequently. 

Illustration  exhibited :  (Vol. 2,  5-6),  Two  girls  on  a  beach,  an  illustration  to  a  poem  by  Chunagon 
Atsutada.  The  right-hand  figure  reappears  in  the  print  illustrated  in  Yoshida,  No. 492,  and  the 
whole  design  was  later  re-cut  for  a  single-sheet  print  (No.  141  in  this  Catalogue),  almost  certainly 
published  after  Harunobu's  death. 

Literature :  Brown,  Block  Printing  and  Book  Illustration  in  Japan,  p. 144;  Toda,  Descriptive  Catalogue  of 
Japanese  and  Chinese  Illustrated  Books,  pp. 167/8  ；  Nakada,  'Ehon  no  Kenkju^  pp.81  and  85 ;  Nihon  Fii-^oku 
Zue,  Vol.7. 


Lender:  Mr  Jack  Hillier 

144  Ehon  Sat(are  Ishi  Picture-book:  The  Pebbles 

3  Volumes :  9  x  o| inches  ；  covers  white  with  blue  geometrical  pattern  and  floral  roundels  ；  titles 
black  on  pink  slips  ；  sheets  numbered  ；  sumi  printed. 

Vol.1 :  10  sheets,  i  sheet  preface  by  Tokusoshi,  dated  Meiwa  3  (1766);  2  single-page  and  8  double- 
page  prints. 

Vol.2 :  9  sheets,  2  single-page  and  8  double-page  prints. 

Vol. 3  :  9  sheets,  17  single-page  prints. 

Last  page,  colophon : 

Artist :  Suzuki  Harunobu;  seal,  Harunobu 

Author :  Tokusoshi 

Block-cutter :  Endo  Matsugoro 

Publisher :  Yamazaki  Kimbei,  Edo 

n.d. 

This  is  another  anthology  of  verses  by  the  'Thirty-six  Poets',  a  different  selection  from  that  used  in 
Ehon  Hana-katsura. 

Illustrations  exhibited : 

Vol.1 :  A  court  servant  sweeping  up  autumn  maple-leaves  watched  by  a  nobleman  ；  an  illustration 
to  a  poem  by  Kakinomoto. 

Vol.2 :  Cherry-trees  on  the  bank  of  a  stream,  poem  by  Sarumaru  dayu. 

Vol. 3  :  Girl  washing  clothes  in  a  river,  poem  by  Nakatsukasa;  and  Ky\t\  seeking  a  cool  breeze  on  a 
verandah,  poem  by  Saigu  no  Nyogo.  There  is  a  print  closely  resembling  the  first  of  these  two 
subjects  (though  in  reverse).  An  impression  is  illustrated  in  A.I.C.  Hanmoki,  No. 87，  p. 56. 

Literature :  Brown,  Block  Printing  and  Book  Illustration  in  Japan,  p. 144;  Toda,  Descriptive  catalogue  of 
Japanese  and  Chinese  Illustrated  Books,  pp.  168/9;  Nakada,  Ehon  no  Kenkjf"  p. 81. 

Lender :  fhe  Art  Institute  of  Chicago. 
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144  EJmi  Sa^are  Ishi  Picture-book:  The  Pebbles 
144 精 本 さ ざれ 石 
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145  Eho"  Bi(ytl  Kishiki  no  Tamoto  Picture-book :  Bravery,  The  Sleeves  of  Brocade 
145 繪本 武勇 錦の 袂 


145  Ehon  Biiyu  Nishiki  no  Tamoto  Picture-book:  Bravery,  The  Sleeves 
of  Brocade 

3  volumes :  9  x  6J  inches  ；  covers  white  with  blue  geometrical  pattern  and  floral  roundels  ；  title 
labels  lacking  ；  sheets  numbered  ；  s 謂 i  printed. 

Vol.1 :  8  sheets,  i  sheet  preface  (not  numbered)  by  Tokusoshi  dated  Meiwa  4  (1767);  2  single-page 
and  D  double-page  prints. 

Vol.2 :  7  sheets,  2  single-page  and  d  double-page  prints. 

Vol.3:  9  sheets  (numbered  to  13,  4-8  comDined,  presumably  through  a  change  in  plan.  It  is  also 
noticeable  that  this  volume  was  incorrectly  labelled  on  the  inner  edge  as  naka  (middle)  instead  of 
ge  (last)),  title-page;  i  single-page  print  and  8  double-page  prints. 

Colophon,  inside  back  cover,  gives  the  names  of  five  booksellers  in  Kyoto,  and  the  name  of  the 
artist  Suzuki  Harunobu  in  MS.  Suzuki  is,  however,  given  as  the  name  of  the  artist  in  the  preface. 
Under  this  title,  the  book  does  not  seem  to  be  recorded  elsewhere,  but  this  copy  may  be  a late 
impression,  after  the  removal  of  the  date  from  the  colophon. 

The  pictures,  illustrating  warlike  and  heroic  episodes  in  Japanese  legendary  history,  represent  a 
species  of  print  not  particularly  well  suited  to  Harunobu's  eifts,  but  it  was  a  kind  of  book  in  popular 
demand,  and  Harunobu,  like  other  Ukiyo-e  artists,  was  occasionally  obliged  to  cater  for  nmsha-e 
in  books  like  this,  or  in  nisbiki-e,  such  as  No. 42  in  the  Catalogue. 

Date:  Meiw  a4  (1767) 

Illustrations  exhibited : 

Vol.1  (2-3):  Ushiwaka  (the  young  Yoshitsune)  and  Benkei  at  the  Gojo  Bridge. 
Vol.2  (2-3):  Noto-no-kami  Noritsune  pursuing  Yoshitsune  (illustrated). 
Vol. 3  (4-8/9):  The  death  or  laira  no  Tadanori. 

Literature:  Brown,  Nock  Printing  and  nook  llhistration  in  Japan ^  p.  144;  Toda,  Descriptive  Calaloji/ie  of 
Japanese  and  Chinese  Illustrated  Hooks,  pp.  1 69/70. 

Lender:  The  Art  Institute  of  Chicago 
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146  EJjon  Warabe  no  Maio  Picture-book :  Targets  for  Children 
146 繪本 童の 的 

146  Ehon  W arahe  no  Mato  Picture-book:  Targets  for  Children 

3  volumes :  9  x  6i  inches  ；  covers  white  with  blue  geometrical  pattern  and  floral  roundels  ；  titles  in 
black  on  pink  title  slips;  paees  numbered ぶ〃〃 ノ/ -printed. 

Vol. 1 :  10  sheets,  5  pages  preface  by  Tokus6shi，  dated  Meiwa  4  (1767);  i  sinp-le-page  and  8  double- 
page  prints. 

Vol.2 :  9  sheets,  2  single-page  and  8  double-page  prints. 
Vol. 3  :  9  sheets,  i  single-page  and  8  double-page  prints. 
Last  page,  colophon: 
Artist :  Suzuki  Harunobu;  seal;  Harunobu 
Author :  Tokusoshi 
*        Block-cutter:  Inoue  Shinshichi 
Publisher :  Minoya  Heishichi 
Date:  Meiwa  4  (1767) 

Toda  (p.  1 70)  notes  that 'The  title  or  the  book  is  explained  as  denoting  the  right  aim  or  tne  growinp- 
minds  of  children.  Each  picture  is  accompanied  by  a  brief  note  on  its  moral  significance.' 

This  copy  of  the  book  belonged  to  the  well-known  author  and  authority  on  Kabuki,  Shikitei 
Samba.  His  seal  appears  in  each  volume. 

The  picture  exhibited,  from  Vol. 2,  shows  women  collecting  contributions  towards  the  cost  of 
building  a  new  shrine  for  the  Buddhist  deitv  lizo.  The  moral  here  is  that  many  a  mickle  makes  a 
muckle. 

Literature :  Brown,  Block  Printing  and  Book  Illustration  in  Japan,  p. 145  ；  Toda,  Descriptive  Catalogue  of 
Japanese  and  Chinese  Illustrated  Books,  pp.  170/1  ；  Nakada,  Ebon  no  Kenkjil^  p.  81. 

Lender :  The  Art  Institute  of  Chicago 
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147  ^hon  Cbiyo-no-matsii  Picture-book :  The  Pine  of  a  Thousand  Ages 
147 繪本 千代 松 


147  Ebon  Chiyo-no-matsu  Picture-book:  The  Pine  of  a  Thousand  Ages 

Vol. 3  only  (of  3  volumes) :  9  x  inches  ；  covers  white  with  blue  geometrical  pattern  and  floral 
roundels ；  title  in  black  on  pink  slip;  sheets  numbered;  j/z/^z-printed. 

9  sheets :  2  single-sheet,  8  double-page  prints. 

Publisher :  Yamazaki  Kimbei,  1767 

Date:  1767 

This  book  is  remarkable  for  the  number  or  designs  taken,  with  little  changes,  from  earlier  separ- 
ately-issued prints.  The  main  figure  in  the  double-page  exhibited  comes  from  the  calendar-print  for 
1765  (No. 7  in  the  Catalogue)  ；  others  are  derived  from  prints  illustrated  in  Yoshida,  No.  126  (also 
an  e-Qoyomi  for  1705 j;  Yoshida,  No. 79;  and  Yoshida,  No. 206. 

literature :  Brown,  Block  Printing  and  Book  Illustration  in  Japan  ^  p. 44  ；  Nakada,  EJooh  no  Kenkytl^  p. 81 
Lender:  Mr  Jack  Hillier 
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148  EJmn  Yachiyo-gusa  Picture-book :  The  Plant  of  Eight-thousand  Ages 
148 繪本 八千代 草 


148  Ebon  Yachiyo-gusa  Picture-book:  The  Plant  of  Eight-thousand  Ages 

3  volumes :  8|  x  G\  inches ；  covers  not  original ； AIS.  title  slips;  sheets  numbered;  jv/〃//-prints. 

Vol. 1 :  10  sheets,  3  pages  preface  by  lokusoshi,  dated  Meiwa  5  (1768);  i  single-page  and  8  double- 
page  prints. 

Vol.2 :  9  sheets,  z  single-page  and  8  double-page  prints. 

Vol. 5  :  TO  sheets  (the  last  not  numbered),  i  sinele-page  and  8  double-page  prints. 
One  pae-e  colophon: 

Artist :  Suzuki  Harunobu;  seal:  Harimobu 
Author :  Inshi  lokusoshi 
Publisher:  Yamazaki  Kimbei,  Edo 
n.d. 

I  sheet  Dublisher's  adverts.,  listing,  among  other  picture-books,  several  by  Harunobu,  including 
the  colour-printed  Ham-no-^  ishiki  (No.i  5 1  in  this  Catalogue)  which  was  not  published  until  1771, 
This  impression  of  Yachiyo-gusa  was  clearly  a late  one,  after  1771,  and  the  original  date  of  publica- 
tion of  1*768，  found  m  other  impressions,  has  been  removed  from  the  colophon. 

This  picture-book  illustrates  classical  poems  on  the  Sumida  River.  The  double-page  print  ex- 
hibited illustrates  a  poem  by  Fujiwara  Alonkata  Ason. 

Literature :  Brown,  Block  Printing  and  Book  Illustration  in  Japan,  p. 145  ；  JToda,  Descriptive  Catalogue  of 
Japanese  and  Chinese  Illustrated  Books,  p. 171  ；  Nakada,  Ehon  no  Kenkjfi^  p.  81. 

Lender :  The  Art  Institute  ot  Chicago 
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149  メ〃 〃广メ  Dohei  Den  An  Account  of  Dohei,  the  Sweetmeat  Seller 
149 賣飴 土平傳 


149  Ame-uri  Dohei  Den  An  Account  of  Dohei,  the  Sweetmeat  Seller 


I  volume :  7  x  5  inches ；  pale  blue  covers;  title  in  black  on  white  label ； jv/, 〃/- printed 
Title  inside  front-cover:  Ame-iiri  Dohei  Den 

Author:  Jikura  Sanjin  (Ota  Nampo)  Kasamori  Osen  Supplement 

3  sheets  not  numbered:  5  pap-es  first  preface  by  Furai  Sanjin,  dated  Meiwa  tsuchinoto  itshi  (1769), 
I  page  blank  ； 

4  sheets  numbered  separately:  3  pages  second  preface  by  Jikura  Sanjin;  2  double-page  illustrations, 
one  of  Dohei,  the  jelly-sweet  seller  and  customers;  the  other  ot り sen  rising  in  clouds  over  the  torn 
of  the  Kasamori  Shrine ；  i  page  blank. 

Sheets  numbered  1—10，  text. 

Sheets  numbered  1 1-19:  first  page  sub-title,  Osen  Ofitji  itlretsii  no  ben  'On  the  relative  merits  of 
Osen  and  Om)i，； a  double-page  illustration  of  Ofuji  in  her  shop  with  a lady,  and  maid  and  a  man- 
servant approaching-  her:  remainder  text,  with  Postscript  by  \  u)in  Rokudojin. 

Kurth,  Su^jtki  Har/moba^  1910,  PI. 14,  illustrates  what  purports  to  be  the  shita-e  or  first  draft  for  one 
of  the  illustrations  to  this  book,  but  certain  features  incline  one  to  the  belief  that  it  was  more  likely 
a  drawinp-  made  from  the  book  (for  instance,  in  the  book-print,  the  dress  of  Dohei  is  decorated 
with  hiramna  in  white  reserve  on  black,  and  this  was  a  very  simple  effect  for  the  block-cutter  to 
produce  ；  it  is  improbable,  however,  that  the  designer  would  have  laboriously  painted  round  the 
characters  (as  in  the  Kurth  drawing),  he  is  far  more  likely  simply  to  have  outlined  them  and  left 
the  block-cutter  to  achieve  the  desired  result). 

The  print  illustrated,  Osen  above  the  Kasamori  Shrine  torii,  has  an  inscription  which  is  translated 
by  Noguchi  {tiariinobn  1940)  as  follows: 

'The  divine  girl,  Osen  of  the  Kae-iya  tea-stall,  makes  people  rise  in  broad  daylight  to  the  seventh 
heaven  or  joy/ 
Date:  1769 

Literature :  Brown,  Block  Printing  and  Boo/^  illustration  in  japan,  p. 145  ；  Naguchi,  Ebon  no  Kenkyi—" 
pp.  5  8/41. 

Lender :  Mr  Jack  Hillier 


150  Yoshiwara  Bijin  Awase  Beauties  of  the  Yoshiwara 

5  volumes  (Vols. 5/4  bound  together)  ；  lof  x  7^  inches ；  colour-printed 

Vol.1  has  2  pages  preface  by  Tanaka-an.  Each  volume  has  a  frontispiece  with  a  design  in  white  on 
light  blue  ground  (faded  to  buff)  and  a  haikai  by  Saren. 

Vol.1  has  41  figures ；  Vol.2,  57;  Vol. 3,  14;  V0L4,  25  and  Vol. 5,  59. 

Colophon  gives 

Block-cutter:  Endo  Matsugoro 

Publishers :  Funake  Kasuke  ；  Koizumi  Chugoro  and  Maruya  Jimpachi,  all  of  Edo 
Date:  Meiwa  7，  Kanoe  torn  (1770) 

Harunobu's  name  is  not  given  in  the  colophon,  but  he  is  mentioned  as  the  artist  in  the  Preface, 
rhis  book  IS  acknowledged  as  Harunobu's  masterpiece  in  book-illustration  and  as  one  of  the  finest 
colour-printed  books  of  Japan. 

This  is  the  J  aval  copy  (N0.69  in  the  ist  Sale  Catalogue),  and  bears  his  seal  at  the  front  of  Vol.i, 
together  with  that  of  Gesshu,  a  former  Japanese  owner,  and  that  of  Nishiya  (Lijudo),  the  well- 
known  book  and  print  publisher. 

Literature:  Brown,  Block-printing  and  Book  Illustration  in  Japan,  p. 145  ；  Binyon  and  Sexton,  Japanese 
Colour  'Prints,  p.21 1  ；  Toda,  Descriptive  Catalogue  of  Japanese  and  Chinese  Illustrated  Books ，  pp.  172, 
45  3-5  ；  A  sumi^nri  version  is  known,  reproduced  in  facsimile  in  Nihon  Ft^okji  Z/ie^  Vol.8. 

The  prints  exhibited  are : 

Vol.1:  The  courtesan  Ne-no-hi  feeding  a  pet  mouse  and  Makishino  with  bird-cape 
Vol.v :  The  courtesans  Nishikigi  and  Fu)inoto  beside  a  Kotatsu  (Fujinoto  illustrated). 
Lender :  Mr  Harry  A.  Russell 
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150  Yoshiwara  Bijin  Awase  Beauties  of  the  Yoshiwara 
150 吉原 美人 合 


151  EJjon  HavK  no 丄ヽ ishiki  Picture-book :  The  Brocades  of  Spring 
iSr 精 本 春の 錦 

151  Ehon  tiaru  no  N ishiki  Picture-book:  The  Brocades  of  Spring 

2  volumes :  covers  grey  with  painted  decoration  of  irises ；  titles  black  on  red  labels;  sheets  num- 
bered ； colour-printed, 

Vol. 1 :  9  sheets,  i  page  oreface  by  Heki  Gyokudo,  dated  Kanofo  U (ijji);  single-page  and  8  double- 
page  colour-prints. 

Vol, 2:  II  sheets,  i  single-page  and  8  double-page  colour-prints;  i  page  colophon. 
Artist :  Suzuki  Harunobu ；  seal:  Harunobu 
Block-cutter :  Endo  Matsugoro 
Publisher :  Yamazaki  ivimbei, £do 
Date:  Meiwa  8  (1771) 

2  sheets  (not  numbered),  publisher's  announcements  (includino-  a  number  of  reprints  of  Harunobu' s 
^      ehon  published  earlier). 

Impressions  of  this  book  are  known  without  date,  almost  certainly  later  issues  than  those  with  the 
1771  date.  The  preface  says :  Suzuki  is  one  of  those  to  whom  we  are  indebted  for  the  type  of 
pictures  in  vogue  at  present.  He  has  illustrated  this  book,  on  my  order,  in  the  style  of  the  popular 
colour-prints,  called  Brocades,  whicn  usually  are  sold  in  the  streets.  I  have  given  to  this  book  the 
title  'Ihe  Brocades  of  Spring'  and  I  have  had  Kinzando  publish  it  in  two  volumes. 

The  prints  exhibited  are : 

Vol.1 :  'Evening  Snow',  a  courtesan  surveying  the  huo-e  snowball  her  kamura  have  made  (cf. 
Catalogue  No.  140)  (illustrated). 

Vol.2 :  'Flowers  floating  on  the  breeze  ,  courtesans  and  attendants  beneath  cherry-trees  shedding 
their  bloom. 

Literature :  Brown,  Block  Printing  and  Book  Illustration  in  Japan,  pp. 144/5  ；  Toda,  Descriptive  Catalogue 
of  Japanese  and  Chinese  Illustrated  BookSj  pp. 172/3  ；  Nakada,  Ebon  no  Kenkjtl,  Dp.  81  and  83. 

Lender :  Philadelphia  Museum  of  Art 
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Short  Glossary  of  Japanese  words 


andon:  standing  lamp 

bak-tifti:  government  of  the  Tokugawa  Shogun 
beni:  pink 

heni^uri-e:  pink-printed  picture  (but  describes 
prints  in  two  colours,  normally  red  and  green) 

bijin:  beautiful  girl 

mjtn-ga:  picture  of  beautiful  girl 

chd:(ubachi:  water-cistern 

chuban:  medium  print  size 

daimjd:  feudal  lord 

dai-sho  *long-short'  (months) 

daisu:  rack  or  double  shelf  for  storing  tea-ceremony 
equipment 

ehoshi:  type  of  headgear  formerly  worn  by  nobles 

engmva:  balcony,  verandah 

e-goyomi:  pictorial  calendar 

ehon:  picture-book 

furoshiki:  cloth  wrapper 

furyu:  elegant,  fashionable,  a  la  mode 

fusuma:  sliding  doors  or  screens 

futon:  quilted  coverlet 

ga:  picture,  drawing  ；  also,  drawn  by 

geisha:  female  entertainer 

geta:  wooden  footwear 

go:  art-  or  pen-name 

hakama:  long,  ceremonial  trousers 

hakkei:  eight  views 

harapake:  belly-cloth 

hashira-e:  pillar-picture 

hibachi:  charcoal  brazier 

hitsu:  brush;  also,  painted  by 

hon:  book 

hosohan:  narrow  size 

hoso-e:  narrow  picture 

kabuki:  the  popular  drama 

kachd-e:  bird-and-flower  picture 

kago:  palanquin,  litter 

kakemono:  hanging  picture 

kamuro:  young  attendant  on  courtesan 

kara^uri:  blind-printing,  gauffrage 

kento:  woodblock  guide  for  accurate  registering 
of  colours 

kimono:  clothing,  or,  more  specifically,  the  long 
dress  worn  by  both  men  and  women 

komuso:  Zen  Buddhist,  identified  by  'beehive'  hat 
and  flute;  also  outlaws  similarly  disguised 

kotatsu:  foot-warmer  with  quilt  cover 

koto:  thirteen-stringed  harp-like  instrument 

kuiki:  kento  adjustment 

kyoka:  comic  verse  of  thirty-one  syllables 

mmvata:  floss  silk 

mitate:  parody,  the  transposition  of  classical  or 
ancient  themes  into  modern  and  usually  burlesque 
situations 


mi で 4-e:  'water- pictures' 
monogatari:  story,  romance 
miisume:  young  woman 
musha-e:  warrior  pictures 
nishiki-e:  'brocade'  picture 
no:  classical  drama 

noren:  curtain,  often  external  to  shop  or  other 
establishment 

nor i mono:  palanquin 

dban:  large  size 

ohi:  sash 

onnagata:  female  impersonator  on  the  stage 

origami:  folded  paper 

oshidori:  Mandarin  duck 

sake:  spirits  distilled  from  rice 

s 隱 ism:  three-stringed  guitar-like  instrument 

shakuhachi:  bamboo  pipe 

shint(o:  apprentice  courtesan 

shoji:  sliding  paper  panels 

shunga:  'spring  pictures',  erotic  pictures 

s 謂 i:  black  ink 

sumit(uri:  printed  in  black  ink 

surimono:  prints  for  announcement,  for 
commemoration  or  for  verse  publishing 

tan^alm:  poem-strips 

tatami :  floor  matting 

tokonoma:  alcove  for  exhibiting  kakemono  or 
flower  arrangement 

torn:  pillared  entrance  to  shrine 

tahako-hon:  tobacco-smoking  set 

tsu^umi:  hand-drum 
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